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Abstract 
The representation of the serial killer in films and bestsellers 
(novels and true crime books) triggers much debates. The serial killer is at 
once liked and hated. S/he is detested for his or her evil deeds; concerns 
revolve around the issue of whether the serial killer movies and 
bestsellers, with their desensitizing ef fec t , are causes of real-life violence. 
It is interesting that the serial killer, despite all the criticisms, is still very 
much loved by some, to the extent that there are fan clubs and numerous 
kinds of souvenirs appearing in the market; f i lms and novels featuring the 
serial killer are also very popular. This dissertation is an attempt to 
investigate the representational strategies used in serial killer movies and 
bestsellers that partly lead to the high "consumability" of the products. 
Chapter One is an introduction highlighting the issue and 
familiarizing readers with information concerning the abundant supplies 
of serial killer products. The representat ional strategies consti tuting 
towards what I call the effect of mitigation used by the serial killer 
products are also briefly outlined. 
Chapter Two discusses the stereotypical portrayal of the serial 
killer in movies and bestsellers. The serial kil ler is the fet ishized form of 
the stereotypical movie monsters, the madman and the sexual perverts. By 
stereotyping, the serial killer is essential ized and reduced to something 
seemingly familiar to us, thereby diminishing the threatening ef fec t 
produced by the figure. 
Chapter Three examines the use of intertextuali ty in serial killer 
movies and bestsellers. In order to sustain the popularity, certain images 
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in movies and bestsellers are borrowed. It is precisely the intermingling of 
the intertexts that creates new meanings regarding the serial killer. The 
boundary between reality and fiction is contested; representation of the 
real is not the real itself anymore. The threatening character of the serial 
killer is once again abated. 
Chapter Four recapitulates the "imitation" motif and the 
"reflection" motif in serial killer movies and bestsellers. Whether the 
serial killer in movies and bestsellers is the object of imitation or a 
reflection of human nature is still to be discussed; it is not up to us to 
determine. But the controversies created around the serial killer movies 
and bestsellers make us more aware of and interested in their existence. If 
the controversial situation can be well-manipulated, ‘ more and more 
people will be attracted to the discussions and the serial killer movies and 
bestsellers themselves. 
Just as the serial killer movies and bestsellers are loved and hated 
at the same time, narratives on serial killer movies and bestsellers 
exemplify the postmodern spirit of doubleness — the narratives are self-
conscious and self-undermining. 
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摘要 
電 影 及 暢 銷 書 籍 （ 小 說 及 真 實 個 案 叢 書 ） 中 連 環 殺 手 之 
再現（ r e p r e s e n t a t i o n ) 是一極具爭議性之題目。連環殺手同時 
受 到 各 界 人 士 的 愛 戴 及 批 判 ° 他 / 她 的 惡 行 ， 令 人 為 之 側 目 ° 
惹 人 關 注 的 是 ： 究 竟 這 些 描 寫 連 環 殺 手 的 電 影 及 暢 銷 書 籍 ， 是 
否 引 致 現 實 生 活 中 暴 力 事 件 之 原 因 ？ 更 有 趣 的 是 ， 縱 使 受 到 極 
多 的 指 控 ， 連 環 殺 手 依 然 是 非 常 受 歡 迎 的 ； 坊 間 甚 至 出 現 多 個 
連 環 殺 手 的 「 擁 蔓 」 組 織 （ f a n d u b s ) , 以 及 一 系 列 的 連 環 殺 手 
紀 念 品 。 描 寫 連 環 殺 手 的 電 影 及 小 說 也 盛 極 一 時 。 本 論 文 就 是 
嘗 試 探 討 一 些 令 消 費 者 愛 戴 連 環 殺 手 產 品 之 「 再 現 策 略 」 
( r ep resen ta t iona l s t r a t e g i e s ) 的研究。 
本 論 文 的 第 一 章 旨 在 概 述 整 個 「 連 環 殺 手 現 象 」 ’ 並 提 
出一些導致電影及暢銷書籍中連環殺手的「減弱效果」（ e f f e c t 
o f m i t i g a t i o n ) 之再現策略。 
第 二 章 討 論 連 環 殺 手 被 簡 化 為 電 影 中 的 怪 物 、 瘋 者 及 性 
變態者的典型（ s t e r e o t y p e s ) 之再現策略。透過典型彳 £，連環 
殺 手 被 精 煉 及 簡 化 為 一 些 我 們 較 為 熟 悉 的 事 物 ， 從 而 減 輕 觀 者 
對 電 影 及 暢 鎖 書 籍 中 之 連 環 殺 手 的 恐 懼 感 。 
第 三 章 研 究 於 描 寫 連 環 殺 手 之 電 影 及 暢 銷 書 籍 中 「 交 織 
文本」（ i n t e r t e x t u a H t y ) 之應用 °為求保持產品的受歡迎程度， 
一 些 原 來 已 是 極 受 歡 迎 的 角 色 及 物 件 在 電 影 及 暢 銷 書 籍 中 不 斷 
被 借 用 。 正 是 這 樣 的 相 互 交 錯 之 纏 結 關 係 ， 「 連 環 殺 手 」 得 到 
了 新 的 演 繹 。 現 實 與 虛 構 之 間 的 界 線 對 「 連 環 释 手 」 來 說 變 椁 
模 糊 ； 「 真 實 」 本 身 並 不 能 「 再 現 」 。 透 過 「 交 織 文 本 」 之 運 
用 ， 「 連 環 殺 手 」 的 威 脅 性 亦 被 減 弱 。 
第 四 章 以 電 影 及 暢 銷 書 籍 中 連 環 殺 手 作 為 「 模 仿 之 對 象 」 
或 「 反 映 人 性 之 媒 介 」 的 兩 個 主 題 為 主 要 討 論 。 我 們 並 不 能 就 
討 論 連 環 殺 手 究 竟 是 「 模 仿 之 對 象 」 或 「 反 映 人 性 之 媒 介 」 達 
致 結 論 。 但 是 ， 圍 繞 描 寫 連 環 殺 手 的 電 影 及 暢 銷 書 籍 產 生 的 議 
論 則 令 我 們 更 加 留 意 及 嘗 試 解 釋 它 們 的 存 在 。 適 當 地 運 用 這 些 
議 論 能 吸 引 更 多 人 注 意 描 寫 連 環 殺 手 的 電 影 及 暢 銷 書 籍 ° 
正 如 描 寫 連 環 殺 手 的 電 影 及 暢 銷 書 籍 同 時 受 到 愛 戴 及 批 
判 一 樣 ， 它 們 本 身 亦 包 含 著 矛 盾 的 性 格 - • 藉 自 我 嘲 諷 ， 它 們 
是厂自覺」（ s e l f - c o n s c i o u s )及厂自我肖]弱」（ s e l f - u n d e r m i n i n g ) 
的 ° 
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Chapter One 
The Serial Killer Empire 
Jack the Ripper 
Welcome again from the Charing Cross Road empire. Anothe 
[sic] season, another few thousand exquisite murders, 
assassinations, conspiracies and sundry dastardly deeds. 
Mostly fictional of course, and therefore safe. But let's not 
forget our infamous true crime section for those with a taste 
for the real thing, albeit on the printed page. Curiously 
enough the leading subject in true crime still remains that 
grandfather of all serial killers. Jack the Ripper Esq., 
followed in the popularity stakes by the Mafia and the 
Kennedy assassination. Or are those last two connected?^ 
Book lovers will certainly visit the numerous book shops on the 
Charing Cross Road when they visit London. When one walks along the 
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street, s/he will discover that one of those book shops is called "Murder 
One" - "The Crime and Mystery Bookshop". The books displayed are 
mostly detective novels and books about crimes. There are also some 
Science Fiction and Romance. When one visits that book shop, s/he will 
probably locate the section that covers a whole range of books about Jack 
the Ripper without much difficulty. If you spend some hours browsing 
through those books under the section "Jack the Ripper", you will see 
things like Ripperana - the Journal of Ripperology (Quarterly), Jack the 
^This quotation is extracted from the catalogue (Autumn - Winter 1996) of "Murder One" book shop 
P.2. ,, ’ 
Ripper - A Collectors Guide to the Many Books Published, An Illustrated 
Guide to Jack the Ripper, and many other books that try to account for the 
deeds of the notorious serial murderer who had committed several 
murders in 1888. It is quite interesting that nowadays we have book shops 
"specializing" in crime books, among which those about serial killers are 
the most popular. 
One can also join some local tours if s/he stays in London for a 
while. One of those tours, which is quite unique and extraordinary, is 
described like this: “ 
Bus Trip to Murder. With Fish & Chip Supper. LONDON'S 
GHOSTS, KILLERS AND OLD PUBS. Jack the Ripper, had 5 
known victims and was never caught. With our expert and 
entertaining guides, you will visit the scene of each crime 
and hear all the evidence for yourself^. 
Thus read the details of the evening tour organized by a London 
sightseeing agency, ushering tourists to the haunted places in London. I 
glanced through the brochure and spotted the description of the "Bus Trip 
to Murder" when I visited London last time. The description attracted me 
partly because the subject was related to the topic of my dissertation, and 
partly because of the eye-catching design of the page introducing the tour 
(Fig. 1). The very page had the figure of the murderer (supposedly Jack 
the Ripper) wearing a guileful smile and holding a blood-stained knife. I 
was tempted to join the trip and the experience turned out to be quite 
enticing. To a certain extent, the description is fair by saying that the ‘ 
^The extract comes from the brochure "Evan Evans Luxury Sightseeing around London & Britain Winter 
96/97" by the Evan Evans Tours. 
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guides are "expert" and "entertaining", as the guide of the tour I had 
jo ined provided us with detai led portrayal of the ways the vict ims had 
been murdered. His description of the murder scenes showed that he had 
done a lot of "researches" over the years. The tourists, including myself , 
as a result, were much fascinated by the topic. 
I cite these examples because I wonder why the unsolved 
Whitechapel murders commit ted one hundred and ten years ago at the East 
End of the city of London, can still be a fascinat ing topic of nowadays, so 
much so that there are many "Ripper material collectors" worldwide, and 
that the topic itself has developed into some area of knowledge, i.e. 
"Ripperology". Whether the murders have been "solved" does not matter . 
The s ignif icance lies in the "discourses" and the related activit ies of the 
Whitechapel murders themselves. The "Introduction" of Ross Strachan's 
Jack the Ripper - A Collectors Guide to the Many Books Published goes 
like this: 
This [guide] is aimed at the collector and not the general 
reader of Ripper material . The object is not to discuss the 
case i tself , or the many theories as to the identity of J[ack] 
T[he] R[ipper] , but takes a look at the many books publ ished, 
for example the many d i f fe ren t paperbacks，reprints etc., and 
availabil i ty (Strachan 3). 
There are, according to Strachan's guide, 52 "factual books dedicated to 
Jack the Ripper", 58 "fict ional works based on Jack the Ripper", and 35 
"other col lectable works connected with the Ripper". The list is certainly ‘ 
not exhaustive. There are many more works about the Ripper murders and 
will be more coming up in the market . As indicated by Strachan, many 
»! 
3 
"collectors" are indulged in the discourse and the activities related to the 
Ripper, and they are trying very hard to discover more and more "Ripper 
materials". Even the books that "discuss the case itself, or the many 
theories as to the identity of JTR" are in fact constituting part of the 
discourse. 
Jack the Ripper does not exist only in books, he also appears in 
movies. There are quite a number of movies made after JTR, to cite some, 
Pandora's Box (1944)，The Lodger (19443)，Room to Let (1950)，The Man 
in the Attic (1954)，the BBC Jack the Ripper (1973), A Study in Terror 
(1965), Hands of the Ripper (1971), Murder by Decree (1979), Time After 
Time (1979)，and the ABC's Jack the Ripper (1988) (Schechter 134-5). We 
can also see Jack in TV shows. In the 1960s and 70s , he appeared in the 
"Knife in the Darkness" episode of Cimarron City, and "Wolf in the Fold" 
episode of Star Trek^. Jack the Ripper seems to have a kind of legendary 
power, but s/he is in fact only the beginning. S/he is considered to be the 
prototypical serial murderer, the "grandfather" of all serial killers^ 
•• 
Do you Want to see the Pandemonium? 
"You are no Messiah! You are movie of the week, you are... you are 
T-shirt, at best!", says Detective Mills in Seven to the serial killer John 
3Both the 1932 and the 1944 versions of The Lodger are remakes ofHitchcock's 1926 silent classic but 
the 1944 version directed by John Brahm is the one of which the "lodger" is really Jack the Ripper See 
Weldon, p.428. 
These data come from the website "Casebook: Ripper Fihns" on the Internet. 
Of course, there are indeed "precedents" to Jack the Ripper, but he seems to be more widely known , 
around the world, perhaps partly because of the media coverage during the time ofthe murders. A newly 
emerged "commercial press" appeared towards the end of the nineteenth century and the beginning ofthe 
twentieth century, which played an important role in the discourse of the White Chapel Murders. See for 
example Judith R. WaUcowitz, City of Dreadful Delight: Narratives of Sexual Danger in Late-Victorian 
London (Chicago: U of Chicago P, 1992). 
•/ 
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Doe. There is a wide range of products related to the serial killer. 
Collecting serial killer materials have become one of the most popular 
activities, especially in America, over the past twenty or more years. 
Collectibles appear in the market include a few sets of serial-killer 
trading cards (Schechter 42-3), comic books (44), serial-killer T-shirts 
(45), Calendars (37)，and even a board game called "Serial Killer" (31-2). 
The board game, even though reflect ing a bit the "glorification of mass 
destruction" (32), is nevertheless quite amusing. For example, one of the 
"crime cards" reads "YOUR ATTORNEY FALLS IN LOVE WITH YOU, 
SMUGGLES YOU A GUN, AND HELPS YOU ESCAPE. ROLL AGAIN" 
(32), reflecting the humor in the game itself. The humor somehow lessens 
the frightening dark side of violence and perversity behind the game. 
Serial killers are also very often the subject of portrayal in "art", 
poetry, pop songs, jokes and even nursery rhymes. There are "works of art 
about serial killers", and "works of art by serial killers" (Schechter 14). 
Several artists, such as Otto Dix, George Grosz and Joe Coleman, create 
works about serial kill ing and serial murderers (15-6). Works produced by 
serial killers are very popular. For instance, the "Killer Clown" John 
Wayne Gacy^ is famous for his "trademark subject", "Pogo the Clown", in 
his paintings. Gacy even has an art dealer, who helps him sell his 
paintings (46)7. Popular songs are also one of the dwelling places of the 
6john Wayne Gacy was a homosexual who murdered and tortured more than 30 boys and young men. 
On the surface, he was a decent man who contributed a lot to his community. He often dressed himself 
up as a grinning clown called Pogo to entertain children in hospitals. He was known as the "Killer 
Clown" and was given the death sentence in 1980. , 
^The popularity of Gacy extends to other areas: "[p]eople called up Gacy*s 900 number and listened, at 
$1.99 per minute, to the kiUer*s long-winded protestation ofhis innocence. More than 25,000 people sent 
him fan mail. A 'Psycho Killer* comic book devoted to his kiUings was a got seller; so were serial-killer 
trading cards that ranked his crimes with those of Charles Manson and others" {The Economist, May 
14th 1994’ p. 30) ’ 
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serial killers. Taking the songs by Nick Cave and the Bad Seeds in their 
album "Murder Ballads" as examples, the very first song, "Song of Joy", is 
a story told by a man whose wife and children had been killed by a 
stranger. 
Joy had been bound with electr ical tape 
In her mouth a gag 
She'd been stabbed repeatedly 
And s tuffed into a s leeping bag 
In their very cots my girls were robbed of their lives 
Method of murder much the same as my wife's 
Method of murder much the same as my wife 's 
It was midnight when I arrived home ‘ 
Said to the police on the te lephone 
Someone's taken four innocent lives 
They never caught the man 
•‘ 
He's still on the loose 
It seems he has done many，many more 
Quotes John Mil ton on the walls in the victim's blood 
In my house he wrote, "red right hand" 
That, I'm told is f rom Paradise Lost . 
The wind round here gets wicked cold 
But my story is nearly told 
I fear the morning will br ing quite a frost (Nick Cave) 
The killer is supposed to be a stranger to the family. There is a suggest ion 
that the stranger is a serial kil ler as s/he has no apparent motive of k i l l ing 
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Joy and the girls and "it seems he has done many many more" - the 
stranger kills and kills and kills. The lyrics are quite explicit in terms of 
details of the murder methods. 
More interestingly, some of the serial killers even have fan clubs, 
such as the Official International Ed Gein^ Fan Club, founded by Fox 
Entertainment: 
[E]ach member receives a rare facsimile of Gein's off ic ia l 
death cert if icate, Xerox copies of his obituaries, a scholarly 
monograph comparing Gein to his splatter-movie counterpart , 
Leatherface, and a handsome, sui table-for-framing 
membership cert if icate personally signed by President Fox. 
Membership benefi ts include advance ‘ notif ication of 
upcoming Gein-related events and the opportunity to 
correspond with other Gein-o-philes around the globe 
(Schechter 85). 
It is quite inconceivable that a person's death cert if icate is considered to 
“ 
be one of the valuable collectibles and the "advance notif icat ion of 
upcoming Gein-related events" is regarded as a benefi t . 
Fans and collectors of serial kil ler materials can locate information 
from the Internet. There are a whole bunch of web sites dealing with the 
subject of serial killing, one of which is the "Internet Crime Archives" 
that introduces various famous serial killers. The site "Federal Bureau of 
8 • 
Edward Gein was famous for his necrophilic activities and was suspected of having committed , 
cannibalism. Even though only two corpses were found, there were many human remains found in his 
house. He admitted that he did cover himself with human-skin garments some time and pretend he was 
his own mother. His deeds inspired the making of fiteis Uke Psycho, The Texas Chainsaw Massacre and 
The Silence of the Lambs. See Woods, Paul Anthony. Ed Gein - Psycho! New York: St. Martin's 
Press, 1995. 
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Investigation" provides information of the FBI Behavioral Science Unit 
and the Violent Crime Apprehension Program (VICAP); "Serial Killers on 
the Net" tells net users how to locate information about serial killers; 
"The World Famous Catalog of Carnage" introduces various kinds of 
serial killer collectibles; "Casebook: Jack the Ripper" acquaints users 
with all the facts and theories about the Ripper murders; "The Hannibal 
Lecter Homepage" offers materials like "Serial Killers and Psychological 
Profil ing" of the fictional character Dr. Hannibal Cannibal Lecter^, which 
highlights the features of a forensic psychology profile. 
Among academics, the topic is also quite popular. The course called 
"Murder" at the Amgerst College is a case in point. One f i f th of the total 
number of students of the college had enrolled in t ha t course; they are 
required to study texts like Doestoyevsky's Crime and Punishment and 
Camus' The Stranger, and attend screenings of fi lms like The Silence of 
the Lambs (Schechter 56-7). Many graduate students f rom different 
universities conduct researches on serial killers - "Blurring All 
•• 
Boundaries: The Postmodern Narrat ives of Multiple Murder (Horror 
Genre, Cinema, Serial Murder)” (Lockwood), "Mad, Bad, and Dangerous 
to Know: Serial Murder in Contemporary American Culture (Domestic 
Violence, Murder, Popular Fiction, True Crime)’’ (Schmid), "Making 
Monsters: Jeff rey Dahmer and the Social Construction of the Serial Killer 
(Jeffrey Dahmer, Male Violence, Violence)" (Tithecott) , and "Characters 
Amok: the Representat ion of Serial Killers in American Film" (Epstein), 
jus t to name a fewio. 
9 
Hannibal Lecter appears in Thomas Harris's thriUers Red Dragon and The Silence ofthe Lambs (as well 
as the fikn under the same title). 
iOSee other dissertation titles from DAI. 
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Serial killers started to draw public at tention years ago and their 
behaviors were more and more widely discussed. They have become 
increasingly popular and have been made into popular icons in the culture 
industry. As Holmes states，"[s]tories of serial killings have long been 
rampant in the media, especially since the middle 1970s, and serial 
murder has become a part of North America 's consciousness" (Holmes and 
Holmes, Murder in America 92). Until today, there are still a lot of f i lms 
that try to deal with the subject of serial kil l ings and many of them even 
become block-busters (Figs. 2 and 3). Films made in the past few years, 
for examples, are Copycat (1995) and Kiss the Girls (1997)u; certainly 
classics of serial killer movies like the Oscar-winning The Silence of the 
Lambs (1991)12 and the controversial Natural Born Killers (1994)i3 will 
not be forgot ten by movie-goers. 
Love potion seems to be oozing from the body of the serial killer. 
Many serial kil lers at tract "groupies" and win their af fec t ion. Some lovers 
even commit suicide because of the separat ion f rom their "love" (Newton 
107-8)14. But the "love stories" do not mean that the serial kil lers ' do not 
come upon di f f icul t ies in captivat ing people 's love. 
l^A total number of313 people have given an average vote of 7.0 out of 10 in the TMDb (up to 22 
January 1998) for Kiss the Girls. 
i2silence of the Lambs ranks no. 19 in the top 250 fihns from the OvEDb. A total of5188 people have 
given an average vote of 8.3 out of 10 for the movie (up to 22 January 1998). It won the Academy 
Awards in 1992 for Best Actress, Best Director, Best Picture and Best Writing, Screenplay Based on 
Material from Another Medium. For details of other awards of the movie, see the Internet Movie 
Database Homepage. 
13八 total of2119 people have given an average vote of7.2 out of 10 in the MDb (up to 22 January . 
1998) for Natural Bom Killers. ’ 
l^Here’ the "Night Stalker" Richard Ramirez is described to have attracted numerous "female 
groupies". One young woman even claims herseLfas Ramirez's fiancee; many other young women even 




Serial killer also encounters criticism and repugnance. "Mayhem 
has gone mainstream" (Plagens et al. 38) - the writers in an article in 
Newsweek expresses their concern about the representation of violence in 
the media: 
[b]ut people are upset by the assault of brutal imagery on 
radio, TV, in the theaters, in best-sell ing books. It is not any 
one film or program that is singularly disturbing, it is the 
appalling accretion of violent entertainment. It is the sense 
that things have gotten out of control. And there is legitimate 
alarm at what all this imaginary violence might be 
contributing to in an increasingly dangerous'real life. (38) 
Violence in films, novels and TV, etc. is being accused of causing real-
life violence. The writers cite results of an opinion poll, that "40 percent 
think movie violence is a 'very great' cause of the real kind and an 
additional 28 percent see it as a 'considerable' factor (only 11 percent 
“ 
answered 'very little')" (40). Besides opinion polls, results from studies by 
psychologists are also used in the article to support the writers' argument. 
They believe that people will become more violent when they are more 
exposed to violent entertainment and that people will become desensit ized 
if they continue to look at images of carnage and gore. Even though some 
producers of the violent entertainment claim that what they produce in 
fact condemn violence, the writers of the article maintain that there is no 
distinction between "good" violence and "bad" violence. In short, serial 
killer movies and novels give rise to extreme and opposite opinions. 
Apart f rom causing real-l ife violence, more specifically, serial 
” 
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killer movies and fictions are often criticized because they, on the one 
hand, represent stories from a patriarchal and colonialist perspective: 
victims of serial murders are usually women and "socially inferior people 
(boys, blacks, queers)', (Dyer, "Kill and Kill Again" 16), but on the other 
hand, they reproach the slaughter of those kinds of people. Women, in 
addition, are always the cause of perversion of the serial killers in f ict ions 
and movies - mother's domination in both Psycho and Copycat drives the 
killers to seek identification from others through perverted ways and 
prostitutes arouse disgust and murderous impulse in the serial killers (e.g. 
Henry in Henry: Portrait of a Serial Killer). Females, as often as they are 
victims of serial slaughters in fi lms and novels, are also the objects of the 
killers' fetishistic desire. For example, victims in Silence ofthe Lambs are 
coveted simply because they are of the same size as the killer's and their 
skin can be made into a "garment”. They are killed, so that they can 
complete the killer's fantasy. 
There have been, in fact, attempts that try to eliminate the "bad 
influence" generated by violent entertainment. Bret Easton Ellis's" novel 
American Psycho is a case in point. The novel had induced heated debates 
within the publishing circles. A short t ime before the novel was published 
by Simon & Schuster, the chairman of the publishing house, Richard 
Snyder, announced that the novel would be canceled. The last-minute 
cancellation was a rare occasion. The president of the Authors Guild, 
Robert K. Massie, described the day of cancellat ion as "a black day for 
American publishing" (Adler et al. 48). But the novel was immediately , 
grasped by another publishing house, Vintage, hoping that the novel 
would sell because of the controversy it raised. Naturally, Bret Easton 
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Ellis and his agent were well-paid when the book was published by the 
new publishing house. 
Some people think that Ellis 's novel should not be published 
because of its explicit details of violence against women - the gory 
mutilat ion and sexual perversi t ies , without building any moral landscape. 
But some insist that the novel only ref lects something about society, more 
specif ical ly, the American society during the '80s，but does not inspire 
violence (Quindlen 17). The discussion fur ther extends to whether it is 
appropriate for the media, including movies, bestsellers and t rue-cr ime 
books, to incorporate explici t sex and violence. If yes, what will be the 
limit, or will there be a limit? The issue regarding the media, and in 
part icular censorship, will be discussed later in this thesis. The discussion 
o f t h e issue seems endless, as it carries with it a diversity of opinions. 
The Serial Killer Lost and Found in the Postmodern World 
The question is: how can the f igure of the serial kil ler in popular 
enter ta inment , especial ly f i lms, best-sel l ing novels and true-crime books 
be rejected, and at the same t ime favored by the public? Serial murder , the 
violent act that tr iggers so big a debate, only forms a small part of cr imes 
in the USA. Prentky and others, when refer r ing to the FBI stat is t ics on 
violent crimes, write that 
[a]mong the four violent Crime Index of fenses of the Federal 
Bureau of Invest igat ion (FBI), murder is the most in f requent , 
accounting for about 2% of the total violent cr imes. And o f， 
those who murder once，only a small f rac t ion murder again. 
Within the overall category of murder , homicides that appear 
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to be sexually motivated are uncommon, and serial sexual 
homicide is even more infrequent" (887). 
The compelling thing about serial murder is the high number of victims. 
Serial murder is not really a common phenomenon in the real world, yet 
the serial killer receives much attention and generates anxiety within the 
public as well as the law-enforcement agencies^^ The representation of 
the figure of the serial murderer enjoys the same kind of celebrity as 
his/her real-life counterpart does. In certain cases, the popularity of the 
fictional serial killers even exceeds the real ones'. 
The serial killer genre can in fact be described as one of the 
manifestations of the postmodern spirit and of what Linda Hutcheon calls 
the "doubleness" or "duplicity": 
In general terms it takes the form of self-conscious, self-
contradictory, self-undermining statement, it is rather like 
saying something whilst at the same time putting inverted 
commas around what is being said. The effect is to highlight, 
or 'highlight； and to subvert, or 'subvert，' and the nl'ode is 
therefore a 'knowing' and an ironic - or even 'ironic' - one. 
Postmodernism's distinctive character lies in this kind of 
wholesale 'nudging' commitment to doubleness, or duplicity. 
In many ways it is an even-handed process because 
postmodernism ultimately manages to install and reinforce as 
much as undermine and subvert the conventions and 
presuppositions it appears to challenge. {Politics 1-2) ‘ 
l5See Ressler et al.'s Sexual Homicide: Patterns and Motives, pp. 99-120, in which Ressler and his 
colleagues taUc about the emergence of the National Center for the Analysis ofViolent Crime, as a 
result of concerns regarding the increasing rate of violent crimes. 
13 
To explain what postmodernism "is” is indeed an embarrassingly diff icul t 
task, as numerous scholars had come up with diverged views with regards 
t o " p o s t m o d e r n i s m " i 6 . Some may say t h a t i t i s t h e continuation o f 
modernism; or a reaction against modernism (particularly high 
modernism); still others may claim that it is the transcendence of 
modernism (Charles Jencks); however, the very term "modernism" itself is 
diff icult to be rendered precise. 
Jean-Francois Lyotard proclaimed in the '80s the end of the "grand 
narratives" that were rooted in Enlightenment - thought, rendering 
impossible the existence of a single, unifying and authoritative narrative 
or any controlling, legitimate idea in describing the past or reality. Many 
critics would agree on this point, notwithstanding the different positions 
they have takeni7. Instead, there are many narratives that offer different 
alternatives and possibili t ies, which are complici t in, and at the same time 
critical of, themselves. In the postmodern world, things are "self-
conscious", "self-contradictory", as well as "self-undermining". 
No wonder there are different discourses arise from the public, both 
complicit in and critical of the serial kil ler movies and bestsellers. To 
say that the genre is one of the manifes ta t ions of the condition of the 
postmodern era is not to define the genre as postmodern; instead, the 
i6lhab Hassan talks about the problems in defining "postmodernism" in his essay entitled "Toward a 
Concept of the Postmodern" in his book The Postmodern Turn: Essays in Postmodern Theory and 
Culture (Ohio: Ohio State UP, 1987) 84-96. Some ofthe difficulties, for examples, lie in the setf-
contradictoriness of the term, the lack of consensus about its meaning among critics and the ambiguity in 
periodizing "the postmodem". 
17por example, postmodernism, as described by Charles Jencks, "means the end ofa single world view 
and, by extension, 'a war on totaUty', a resistance to single explanations, a respect for difference and a ‘ 
celebration of the regional, local and particular [...] it has a permanent tension and is always hybrid, 
mixed, ambiguous, or what [he] had called 'doubly-coded'". See Charles Jencks's "The Postmodem 
Agenda", from The Post-modem Reader, ed. Charles Jencks (London & New York: St Martin's 1992) 
10-39. ’ ’ 
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genre itself exemplifies the spirit of, to be more terminologically precise, 
"postmodernity". In the postmodern world, there are numerous conceptual 
frameworks for understanding the world, but it is not quite possible that 
we can choose one out of the others, thereby constituting what Lyotard 
calls the "crisis of legitimation". What postmodern is then, is not the 
serial killer genre itself, but "our ways of looking" at it. 
We cannot deny the popularity enjoyed by the serial killer genre. 
The film industry and the marketing executives of popular cultural 
products are very sensitive towards the "acceptability" of certain products 
by the public. If the serial killer products do not have market value, we 
will have to say adieu to them. And, as we have seen, the genre itself also 
receives much criticism. The situation coincides with, what have been 
described by the critics as the "postmodern contradiction" - in 
representing the serial killer in f i lms and literature, different , even 
opposite and self-undermining discourses are constructed. 
It is not possible that we arrive at the truth about the serial killer 
genre (for there is no one single "master narrative"), but "truths" ab'out it. 
We could not simply say, for instance, that f i lms featuring the serial killer 
should be ruled out, totally banned; neither could we decide that the serial 
killer genre is actually reflect ing reality and so its raison d'etre is 
absolutely just i f iable . It is precisely because of the possibili ty of the 
existence of diverged views that new discourses about a certain subject 
can be created. Charles Jencks, in a seminar held at the Universi ty of 
Hong Kong on 21 October 1998!8, ment ioned Peter Einsenman's (an , 
l8The seminar is entitled "New Science = New Architecture", in which Jencks suggested that architects 
should explore into science and look for inspiration in architectural design. He also taUced about the 
fractal theory that had been translated into some buildings as an example ofhow architects were inspired 
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archi tect) "folding theory". To Einsenman, there must be something more 
to express complexity than mere eclect ic juxtapos i t ion like what some of 
the "postmodern" archi tects did to their buildings. An analogy used by 
Jencks to explain Einsenman's idea was baking a cake - mixing things 
together so that they would come out to be a coherent whole, what Jencks 
described, a "congruent coherent" building. This analogy can also be used 
to art iculate the postmodern condit ion. The assemblage of he terogeneous 
discourses make it impossible to def ine or represent things in the world, 
but the seemingly diverse and f ragmented opinions can become an 
amalgam that, maybe, creates some kinds of new meanings, or, to be more 
precise, new ways of seeing things. The postmodern world is a constant 
bat t lef ie ld where eternal struggles inhabit , and where new meanings are 
created (as well as subverted) ; it poses an opportuni ty for new knowledge 
to be given birth to. 
In this thesis, I do not a t tempt to j u s t i fy the exis tence of the serial 
kil ler genre, nor would I support those "ser ia l -ki l ler-opponents" , but I 
would like to examine some of the s trategies that lead to the paradoxical 
(postmodern) exis tence of the genre. And I argue, that the "serial killer 
genre", as a part of popular cultural products, presents itself in 
mitigation, so that people will create some kind of mental picture of the 
serial killer, be it a true picture or not. On the surface，the serial killer 
genre seems to "represent" what the real-life serial killers do，but by 
employing different strategies, namely, stereotyping，intertextuality and 
the manipulation of controversial discourses, it actually "re-presents “ ‘ 
thefigure ofthe serial killer, so that s/he might come out as a new kind 
by scientific findings in their designs. 
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of person. The cultural logic at work here is the reenactment or re-
presentat ion of the serial kil ler through representat ional strategies in 
f i lms and f ict ion featur ing the serial killer, so that new ideas about the 
serial killer will be constructed. My purpose is not to evaluate whether the 
existence of the serial kil ler genre is contr ibut ive to human society, but to 
remind that the genre is actual ly what we face every day; it is part of our 
l ife. As consumers of cul tural commodi t ies , we are obliged to be aware of 
our own si tuation and constant ly review what we are doing. 
Representation - "Presenting the Unpresentable" 
It seems that the loss of the uni fy ing and control l ing narrat ive 
means that "meaning" is gone for good; having too many discourses seems 
to make us incapable of making sense of things. It is not so and in fact , 
new meanings can only be or iginated when the old ones are destroyed. 
The representat ion of the serial ki l ler , which induces so many discussions , 
then，provides a chance for us, who live in this postmodern age, to 
discover new meanings. “ 
H o w e v e r，n o t only is expla in ing pos tmodernism difficult， 
"representat ion" in the pos tmodern age is also a complicated issue and it 
requires s t renuous e f for t to have it out l ined. 
Let me begin with a quotat ion by John Berger: "Every image 
embodies a way of seeing" (10). It depends on individual be l ie fs and sets 
of concept that we say an image represents an object . An image however 
is o f ten incongruous to what it intends to s ignify. "Images were f i rs t made ‘ 
to conjure up the appearances of something that was absent. Gradual ly it 
became evident that an image could outlast what it represented" (10). The 
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representation of something is even more "real" than the real thing. The 
real, in this case, is quite unrepresentable; what we "represent" is only our 
way of seeing . 
Let us use the fi lm Intensity (1997) to illustrate the point made by 
Berger. The serial killer, Edgler Foreman Vess, describes to the heroine of 
the film, Chyna Shepherd, that what is enticing about killing is the 
"intensity" created before a person dies. He enjoys looking at the faces of 
the victims, inhaling their last breaths and contemplating their fear and 
struggle between life and death. What we see is a person with some 
perverted philosophy of pleasure; a villain and an "evil-doer"; however, 
do we, or can we really understand a person so remote, yet brought so 
close to us by the screen in the cinema? Can we go into the mind of the 
serial killer simply by watching the film? Could it be that what we think 
the serial killer is is only our own perception (through the metonymic 
representation) of him? When something appears to be threatening to us, 
we tend to fabricate definit ion in order to convince ourselves that we 
understand; we are inclined to f rame and to fix, because in this way, it 
may seem that we can fully comprehend the matter and are able to control 
it. At least, it can be more acceptable to us. Perhaps we are only creating 
an image in our mind of what the serial killer is when watching the f i lm, 
and trying to understand what the killer really is (A monster? A hero?). 
Roland Barthes also suggests that the "real", through representat ion, 
is no longer "pure": 
A tree is a tree. Yes, of course. But a tree as expressed by ‘ 
Minou Drouet is no longer quite a tree, it is a tree which is 
decorated, adapted to a certain type of consumption, laden 
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with literary self-indulgence, revolt, images, in short with a 
type of social usage which is added to pure matter (14). 
Expanding on Saussure's concept of the Sign, Barthes in Mythologies 
postulates that there are two levels of signification, by which the second 
forms what he calls "myth". The first-level signifier and the signified 
constitute the sign, which then becomes the signifier of the second-level 
signification. 
The notion "skin" in The Silence of the Lambs can well elucidate 
Barthes's idea. The serial killer on the loose (Buffalo Bill) in Silence kills 
women who are of the same size and uses their skins to tailor-make an 
"outfit" for himself. Niesel calls this activity "taxidermy" (61), by which 
the inside of animals are emptied and disposed of, and their skins are 
preserved say, for display. The animals are then stuffed, so that they look 
as if they are still alive. The first- level interpretation makes "skin" the 
signifier and "femininity" the signified. This level of interpretation leads 
on to the next - the killer's covetousness of skin / femininity is parallel to 
the consumers' desire of goods. Niesel sees "consumer culture as a system 
in which goods, ideas, and human beings are assigned symbolic values and 
exchanged. Consumer culture is not intrinsically patriarchal, but 
patriarchal values often dominate consumer societies" (63). The "value" 
assigned to women is their feminini ty - the ability to reproduce and 
provide sexual pleasure; the consumers' desire for goods is hiding behind 
the desire for femininity (women's skin). The concealed second-level 
meaning is what Barthes calls "myth". Barthes's theory of the "myth" ‘ 
comes into existence when he sees the enormous growth of the media 
during the '50s and he thinks that the representation in media should 
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undergo ideological crit ique. In his work Mythologies, Barthes shows how 
the first- level s ignif icat ion of the sign covers up a connoted and 
disavowed meaning (the "myth"). The "real", in representation, cannot be 
the "real" - there is always something more in the representat ion of the 
real; it is never "pure". 
Reality is not only unrepresentable , to the postmodernists (and the 
post-structuralists) , it does not even exist , only human percept ion and the 
representat ion of it do. In Lyotard's words, the postmodern "would be that 
which, in the modern, puts forward the unpresentable in presentat ion 
i t s e i r (340). What is at stake is not the "real" any more，but the 
sign/image (representat ion) itself. The "representat ion" embodies, as well 
as leads to di f ferent , latent "ways of seeing", both f rom the "creator" 
(novelists, movie-makers) and the "beholder" (readers, movie-goers, 
consumers and even the public). 
The Effect of Mitigation 
The serial kil ler genre creates a paradox: it is something 
un/desirable. "Transformation" is the keyword that is related to the genre 
with the oxymoronic nature. Stuart Hall , in "Notes on Deconstruct ing 'the 
popular '" , discusses the " t ransformat ion" within popular culture: 
' t ransformations ' are at the heart of the study of popular 
culture. I mean the active work on exist ing t radi t ions and 
activit ies, their active re-working, so that they come out a 
d i f ferent way: they appear to 'persist ' - yet, f rom one per iod ， 
to another , they come to stand in a d i f fe ren t relat ion to the 
ways working people live and the ways they def ine their 
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relations to each other, to 'the others' and to their conditions 
o f l i f e (228). 
Hall's idea is slightly different from that of the postmodernists, but I think 
they are similar in essence. What was in the past rejected might become 
popular as time goes by. The periphery may come to the center, when 
"transformation" takes place. Hall reminds us that one cannot study 
popular culture without bearing in mind "the double movement of 
containment and resistance" (228). The cultural struggle, as Hall 
describes, . 
goes on continuously, in the complex lines of resistance and 
acceptance, refusal and capitulation, which make the field of 
culture a sort of constant bat t lef ield. A batt lefield where no 
once-for-all victories are obtained but where there are always 
strategic positions to be won and lost (233). 
What is fundamental in Hall's idea is that there will not be an a priori 
kind of meaning in popular culture; things always mutate. What we 
believe to be true may have undergone transformations. Investigating the 
strategies employed in representation will help us become aware of the 
changes. 
Serial killer genre takes on "strategic positions" as well to fight in 
the battle. Very often, in the realm of popular culture, cultural industries 
are the decision-makers who determine which move should be taken and 
which not (of course, in order that they might make profits). "The cultural 
industries do have the power constantly to rework and reshape [my • 
italics] what they represent; and, by repeti t ion and selection, to impose 
and implant such definit ions of ourselves as fit more easily the 
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descriptions of the dominant or preferred culture" (Hall, "Notes" 232-3). 
Elements in cultural forms are ever-changing and this dynamism 
characterizes what popular culture is. Things are constantly "reworked 
and reshaped". Even though the purpose maybe to gain profits, the 
strategies used in the representation of the serial killer, for example, are 
very important to be sorted out, for the very strategies used are crucial in 
the fabrication of the "image" of the serial killer, which in turn leads to 
the different opinions and new meanings. 
The "culture-making" strategy serial killer genre adopts is the 
strategy of mitigation. The representations of the serial killer "rework and 
reshape" the real-life serial killer, so much so that the figure comes out in 
a different way; not totally different, but a mixture of , the "real" (or, at 
least parts of the "real") and the imaginary. Serial killer films and 
bestsellers blur the boundary between reality and fiction, so that it might 
be more acceptable to the consumers. The threatening effect of the serial 
killer is mitigated, so that s/he might be more acceptable. 
The strategy of mitigation in the representations of serial killer in 
films and bestsellers takes on several forms: stereotyping, intertextuality 
and controversy. I will concentrate on these forms in this dissertation; but 
they should definitely not be considered as all the contents of what I call 
the strategy of mitigation in representation. 
Stereotyping 
The section on stereotyping will deal with the representation of the • 
serial killer as "the other", the one who is different from "us". 
Representation, as a signifying practice, often involves "typing" and 
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"stereotyping", categorizing things into different groups. Typing is 
indispensable as it helps make sense of the world. We need different 
categories to distinguish one thing or one person from another. But 
stereotyping, besides categorizing, performs other "functions" as well - it 
"reduces, essentializes, naturalizes and fixes 'difference’” (Hall, 
"Spectacle" 258). It often involves the Gramscian notion of "hegemony". 
It has "power to mark, assign and classify;" (259). The figure of the serial 
killer in movies, novels and true-crime books is often made into cultural 
icons - the monster, the madman, the sexual deviant and so on. The serial 
killer is reduced metonymically: the figure is represented in parts as if 
s/he is whole. This fetishistic kind of representation will be the focus of 
the section on stereotyping in the serial killer genre. . 
Intertextuality 
Intertextuality helps blur the boundary between fact and f ict ion, 
and by making fun of the figure, the serial killer appears to be less 
fr ightening and threatening. Movies featur ing the serial killer, for 
example, often allude to the real-l ife serial killer, as well as to the 
fictional ones in other works. Psycho (1960), Three on a Meathook 
( 1 9 7 3)19，T h e Texas Chainsaw Massacre ( 1 9 7 4 ) 2 0，D e r a n g e d ( 1 9 7 4 ) 2 i a n d 
The Silence of the Lambs (1991) are cases in point. The stories of these 
movies have their origin in Edward Gein's murders; of course, there are 
deviations from the "prototype". The figure of the serial killer is fur ther 
i9See Michael Weldon, Charles Beeslley, Bob Martin & Akira Fitton (eds.), The Psychotronic 




distorted when movies like The Silence of the Hams (1994) are made. 
Obviously, The Silence of the Hams is a parodied version of The Silence 
of the Lambs. When something is used repeatedly, it becomes ridiculous 
and hence, less "real" and less threatening. The interesting aspect about 
the movies featuring the serial killer is that they are a combination of the 
real and the fictional. 
Controversy 
Obstructions become opportunities when the situation is 
manipulated and well-used. Take the Clinton-Lewinsky affair as an 
example, Monica Lewinsky, the former White House intern, if not because 
of the scandal, would not be known to the world, at least for the time 
being. The debates and controversies aroused by the serial killer genre in 
fact assist the serial killer to mount up to fame. 
Debates concerning the serial killer may involve ethics and the 
responsibility of the media. Whether the serial killer genre is a reflection 
o f r ea l i t y or the instigator of real-life violence is still to be discussed. But 
such kind of debate, on the surface, even though is detrimental to the 
genre itself, actually draws more and more attention from the general 
public, as it initiates more debates over the issue. The inability to verify 
the truth also helps sustain the growth of the popularity of the serial killer 
genre. 
The use of different forms of the strategy of mitigation discussed in 
this dissertation is in fact asserting the fact that the culture industry is ‘ 
employing different strategies to increase the popularity and 
consumability of the serial killer products. And, while heading towards 
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profits via the use of these strategies, serial killer products also manifest 
the postmodern spirit of multiplicity, as they are very often hated and 




Stereotyping in Serial Killer Movies and Bestsellers 
The film Kalifornia ends with the voice-over of Brian Kessler, a 
writer of "true-crime books" on serial killers: 
I don't know why Early Grayce became a killer [...] When I 
looked into his eyes, I thought of nothing, nothing... I learned 
that anyone of us is capable of taking another human's life. I 
also learned that there is a difference between us and them -
it's feeling remorse, feeling our guilt, confronting your 
conscience [...] Early never did. (Kalifornia) 
Perhaps the film does not receive favorable comments】】，but it does 
confirm the belief that stereotypes are ubiquitous in our world. The 
stereotype of the "Other" is quite blatant here - "there is a difference 
between us and them". At first, Brian (who is obsessed with serial killers) 
thought that serial killers kill because of the way they were brought up, 
and as Hunter says, "he romanticizes them into 'children, in need of 
'treatment', not punishment" (33). Two incidents support the idea that 
Brian bears some misconceptions about serial killers: 1) once when the 
four characters (Brian, Early, Carrie and Adele, who are heading for 
California) stop at a restaurant, Early takes off one o f h i s shoes in front of 
the food and Carrie catches the smell. She is annoyed by that but Brian 
explains that one cannot help the way s/he was raised; 2) after discovering 
that Early is a criminal on the loose, Brian asks him why he kills people: 
Why did you do it, Early? You don't have to kill the gas ‘ 
22See, for example, Stephen Hunter, Violent Screen (New York: Delta, 1995), 33-35. 
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station attendant. You wanted to, why? [...] I don't know shit 
about killing. You've got to tell me. Does it make you feel 
good, huh? Powerful , huh? Superior, huh? Who you are angry 
with? Your mother? Your father? 
Brian has a fixed pattern of what a serial killer is and he believes that 
Early (or any serial killer) must have had some traumatic experiences in 
childhood, which shape the way s/he is now. Early does not give Brian a 
definite answer but one thing is for sure - he is not what Brian has always 
imagined a serial killer should be. Ironically, half-way through their 
journey (and the film, too), we hear Brian's voice-over again: "When you 
first meet people, all you notice is the d i f ference between you and them, 
but as time passes, you start to know the similarities". But at the end of 
the movie, all Brian realizes, is precisely and still the differences, rather 
than similarities, even if the "differences" recognized by Brian at the end 
o f t h e movie may not be totally true. 
Stereotyping has a lot to do with this "difference" - the d i f ference 
between the Self and the Other. It also has a close relationship with 
” 
p r e j u d i c e 2 3 and discrimination; but very of ten, it is itself prejudiced 
against. Stereotypes are not necessarily false or pejorative. We tend to 
think of a stereotype as false or inaccurate, thereby abating its role in 
representation and in the production of meaning. Many adopts a negative 
attitude towards stereotyping; but even to Walter Lippmann, for example, 
even though stereotypes are something rigid and over-simplif ied, it 
nevertheless can communicate eff ic ient ly and well. This chapter will deal 
23See，for example, Oakes et al.'s Stereotyping and Social Reality, in which a chapter is dedicated to 
stereotypes and prejudice. Daniel Bar-Tal et al.'s book. Stereotyping and Prejudice: Changing Concepts 
also deal with the two subjects and their relation with each other. 
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with the stereotype (of the "Other") and will use those constructed around 
the figure of the serial killer in representations like films and best-sell ing 
true-crime books and novels as examples to elucidate the idea that what 
we see in the serial killer genre may or may not be totally true; 
nevertheless, stereotypes help a lot in the production of new meanings and 
they reflect the way we perceive things. And very often, stereotyping 
helps increase the "consumability" o f t h e serial killer products. 
An Inkling of Stereotyping 
The study of stereotypes have fascinated scholars for more than 70 
years24. Different social critics have come up with numerous theories and 
opinions regarding stereotyping: ‘ 
Historical developments in the study of social stereotyping 
Key publications Conceptualization of stereotypes Focus of empirical work 
Lippmann Rigid, over-simpUfied and _— 
(1922) selective, but necessary for 
simplification 
Katz and Braly Unjustified and contradictory Description ofthe content 
(1933) fictions of various stereotypes 
Adomo et al. Erroneous products of Study ofauthoritarian 
(1950) pathological personality and non-authoritarian 
24lt is said that Walter Lippmann coined the term in 1922, despite the existence ofrecord on the use of 
the word with different meanings. See Walter Lippmann, Public Opinion (>rew York: Free, 1922) and 
Richard Dyer, "The Role of Stereotypes", in The Matter ofImages (London & New York: Routledge, 
1993), 11-18. See also Willard F. Enteman, "Stereotyping, Prejudice, and Discrimination", Images that 
Injure: Pictorial Stereotypes in the Media (Westport, Connecticut & London: Praeger, 1996), 9-14’ in 
which Enteman writes, "... the original stereotype was called a flong, which was a printing plate that 
facilitated reproduction of the same material. The typesetter could avoid recasting type by using the 
stereotype. Thus, a stereotype imposes a rigid mold on the subject and encourages repeated mechanical 
usage" (9). Enteman takes on a negative view on stereotyping; to him, the root ofthe "sin" ofusing , 
stereotypes is "laziness" and that in adopting a stereotypical view, "we are attempting to evade the need 
to think anew about situations and people" (10). Nevertheless, the first person who used the word 
"stereotype" to describe social phenomena was beUeved to be Lippmann. 
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individuals 
G. Allport Based on rational process of ---
(1954) categorization, but rationaUty 
contingent on individual's 
nature 
Sherif(1967) Products ofintergroup relations Examining the efFects of 
changing social relations 
Tajfel (1969) Based on rational processes of Analysis of processes of 
categorization common to all accentuation 
Hamilton Products ofintergroup relations Examining the efiFects of 
(1981a) necessary cognitive processes cognitive biases 
that inadvertently produce 
error 
Tajfel (1981 a) Shared products shaped by Demonstrating the 
group membership and contribution of groups 
intergroup relations and values to the 
stereotyping process 
Source: Oakes, Penelope J.，S. Alexander Haslam, and John C. 
Turner. Stereotyping and Social Reality (Oxford: Blackwell , 
1994) table 1.1. 
The table showcases different concepts of stereotypes by various scholars. 
Adorno et al. think that stereotypes are "erroneous products of 
pathological personality", whereas others, for example, cognitive 
scientists in the late 1970s, might see stereotyping as "normal, rational" 
and serving "positive ends" (Oakes et al. xi) - opinions are diverse. We 
might ask which theory or theories we should side with. What is important 
is not to find out which theory is the absolute truth (which is quite 
impossible), but to dig up new meanings from the whole discourse of 
stereotyping. As stereotyping is a very significant practice in 
representation, we should pay attention to and study it thoroughly. ‘ 
It is worthwhile for us to study stereotyping, as it of ten produces 
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meanings (even though meaning can never be fixed). In what fol lows, I 
would like to outline several people's ideas on stereotyping, the first being 
the theory of stereotypes by Walter Lippmann, who first started to use the 
word "stereotype" to describe how public opinion fixes meaning about 
people and things. He coined the word stereotype (in describing social 
phenomena) in 1922; therefore it will be inevitable that we examine his 
concept of stereotypes, their characterist ics and how they work. 
Walter Lippmann's Concept of Stereotypes 
In Public Opinion (1922), Lippmann refers stereotypes to "the 
Pictures in Our Heads": 
[W]hatever we believe to be a true picture, we treat as if it 
were the environment itself. It is harder to remember that the 
beliefs upon which we are now acting, but in respect to other 
peoples and other ages we f lat ter ourselves that it is easy to 
see when they were in deadly earnest about ludicrous pictures 
of the world (4). •‘ 
The "picture in our head" is not necessarily the true picture of what the 
world and people of other races or ages are. We "flatter ourselves" that it 
is indeed reality. The perfect stereotype "precedes the use of reason; is a 
form of perception, imposes a certain character on the data of our senses 
before the data reach the intell igence" (65). It is quite evident that 
Lippmann's "picture in our head" is an "easy way of perceiving the world: 
although we have to act in that environment, we have to reconstruct it on , 
a simpler model before we can manage with it. To traverse the world men 
must have maps of the world" (11). In other words, stereotype to 
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Lippmann, reduces and s impli f ies ; it is a short-cut by which we can make 
sense of (or think that we can understand) (part of) the world. Stereotype 
is "a representation of the environment which is in lesser or greater degree 
made by man h i m s e l f (10); hence, we create the "picture in our head"，a 
new way of looking at people and things. 
Lippmann's stereotype in Public Opinion basically serves three 
funct ions: economizing, defending and "blind-spotting". The stereotype 
saves our t ime in the hustle and bust le of our daily lives. 
There is nei ther t ime nor opportunity for int imate 
acquaintance. Instead we notice a trait which marks a well 
known type，and fill in the rest of the picture by means of the 
stereotypes we carry about in our heads (59). 
Because our lives are too busy, we cannot possibly study everything and 
every person individually. We cannot think of every person in a brand new 
way, in the sense that s/he is d i f ferent f rom every other person in the 
world. It is always easier and more e f f ic ien t if we treat things or people as 
belonging to respective categories. ,, 
We are told about the world before we see it. We imagine 
most things before we experience them. And those 
preconcept ions, unless educat ion has made us acutely aware, 
govern deeply the whole process of perception. They mark 
out certain objects as famil iar or strange, emphasiz ing the 
d i f fe rence , so that the slightly famil iar is seen as very 
famil iar , and the somewhat strange as sharply alien (59). 
It makes us more comfor tab le if we adopt some "preconceptions" about 
the world and people, and squeeze in whoever and whatever we think 
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belong to those preconceived or "pre-imagined" categories. Stereotype 
very often implies laziness (or efficiency, to use a more euphemistic term) 
- i t economizes our effort in perceiving the world and people around us. 
Stereotype is also a defense; it is a defense of our position in 
society and our tradition. 
It is a guarantee of our self-respect; it is the projection upon 
the world of our own sense of our own value, our own 
position and our own rights. The stereotypes are, therefore, 
highly charged with the feelings that are attached to them. 
They are the fortress of our tradition, and behind its defenses 
we can continue to feel ourselves safe in the position we 
occupy (64). ‘ 
To Lippmann, the stereotype is never "neutral" (63); it is "highly charged 
with the feelings that are attached to them". Lippmann cites an example to 
illustrate his point. Aristotle, in just ifying slavery, teaches the Greeks "a 
way of seeing": there are some who are by nature slaves and that there are 
innate differences that distinguish the slaves and the ordinary people (the 
free men). The stereotype adjusts what we see according to our 
preconceptions; it secures our sense of order of our own "world" and it 
makes us feel comfortable. We act according to this familiar order or 
pattern; we adhere to this sense of security and are charmed by it. 
Anything out of this order is anarchy. 
Apart from saving our energy on perceptions and acting as a 
defense of our social position, stereotypes can also be some blind spots of 
ours, precluding objective and a balanced reasoning. 
There is always such a point, because our images of how 
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things behave are simpler and more fixed than the ebb and 
flow of affairs. There comes a time, therefore, when the 
blind spots come from the edge of vision into the center [...], 
instead of economizing effort , and focusing energy as it did 
in 1917 and 1918, may frustrate effort and waste men's 
energy by blinding them (73). 
The blind spots cover up elements that will make us realize how 
stereotypes work. Even if the stereotypical concept does not sound quite 
logical, the blind spots will keep away any "distractions", in order that 
people could still live happily with their ideas and the "pictures in their 
head". 
Thinking and Rethinking Stereotyping 
T. E. Perkins, in her article "Rethinking Stereotypes", dwells on 
Lippmann's concept of the stereotype, expounds more fully his idea and 
points out the shortcomings of what he and others suggest. Besides 
crit iquing Lippmann's work, Perkins also develops her own conceptual 
framework of what stereotypes are and how they function. Lippmann's 
stereotype is the "picture in our head". It helps us make sense of the 
world; it is "a simpler model" that provides us with "maps of the world" 
(11). But it seems that various theorists describe only the pejorative side 
of stereotypes, revealing their l imitat ions and ideological implicat ions; 
they are "rigid, over-simplified and selective", albeit "necessary for 
simplif ication" (Oakes et al. 9) in representat ion. Perkins notes in her 
article, there are many "misleading assumptions" about the nature of 
stereotypes: 
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According to these assumptions stereotypes are: (1) always 
erroneous in content; (2) pejorative concepts; (3) about 
groups with whom we have little/no social contact; by 
implication therefore, are not held about one's own group; (4) 
about minority groups (or about oppressed groups); (5) 
simple; (6) rigid and do not change; (7) not structurally 
reinforced. It is also assumed that (8) the existence of 
contradictory stereotypes is evidence that they are erroneous, 
but of nothing else; (9) people either 'hold' stereotypes of a 
group (believe them to be true) or do not; (10) because 
someone holds a stereotype of a group, his/her behavior 
towards a member of that group can be predicted (Perkins 
138). 
Perkins suggests that Lippmann's version and the understanding of social 
scientists and laymen of stereotyping include most of these assumptions. 
She summarizes the misleading assumptions into 4 parts: stereotypes as 
(1) "simple rather than complex or different iated"; (2) "erroneous rather 
'' “ 
than accurate"; (3) "secondhand, rather than from direct experience"; and 
(4) "resistant to modificat ion by new experience" (139). 
Perkins says that stereotypes are "simple and complex" at the same 
time. Yet we tend to see that all typif icat ions are simplif icat ions, as 
stereotypes select some common traits and ostracize differences that make 
up individual beings. The reason why we regard them as simple is that in 
some cases, "simplicity" may be better described as "abstractness". 
Perkins uses "dumb blonde" as an example, saying that understanding the 
term implies a great deal more than jus t knowing the hair color and 
“ 
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intelligence of a girl. "It refers immediately to her sex, which refers to her 
status in society, her relationship to men, her inability to behave or think 
rationally, and so on" (139). In other words, underneath the term, there is 
a "knowledge of a complex social structure" (139). Stereotypes are not 
simply simple, they are simple (on the surface) and at the same time 
complex (in reality). 
We also tend to describe stereotypes as erroneous, rather than 
accurate. Generally speaking, we will think of a stereotype as "a false 
account of objective reality"; hence, blondes should not be dumb and 
blacks should not be lazy. But as Perkins states, there are theorists who 
have done a lot of empirical researches on stereotypes, which lead them to 
"oppose 'inaccuracy’ with a 'kernel of truth’ hypothesis" (140). Stereotypes 
are not necessarily true or false, thus, simply saying that they are 
inaccurate rather than accurate is misleading. 
According to Perkins, neither should we describe stereotypes as 
secondhand rather than from direct experience. Stereotypes of men and 
women are cases in point, as we all have direct experiences of the 
opposite sex. Secondhandness, as observed by Perkins, is "anyway 
characteristic of the vast majority of our concepts" (141) and therefore 
should not be used to distinguish stereotyping from other concepts. 
It is also problematic to describe stereotypes as resistant to 
modif icat ion by new experience. Sander Gilman suggests that stereotypes 
are inherently protean rather than rigid. As the line between binary 
opposites (say, Self/Other) can never be defined or f ixed; we may "move 
from fearing to glorifying the Other. We can move from loving to hating" 
(Gilman 18). Stereotypes are indeed "strong" concepts, and this 
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characteristic, and also the "immediate recognizability" of stereotypes, are 
what make stereotypes effect ive in communication; however, no matter 
how strong a stereotype is, it is by no means unchanging. 
Even though Perkins says quite a lot about the misleading 
assumptions, for instance, stereotyping as erroneous rather than accurate, 
she admits that stereotypes are ambivalent; they are something both true 
and false. What stereotypes do are something like identifying a certain 
feature of a subject, placing a negative evaluation on it, and then 
establishing it as an innate characteristic, thereby inverting its status. "It 
is these features of stereotypes which explain why [they] appear to be 
false - indeed, are false [...] the strength of stereotypes lies in this 
combination of validity and distortion" (Perkins 154). The selective 
features picked up by a stereotype can also be valid because they are 
indeed some of the features of the subject being stereotyped. Stereotypes 
can be valid and inaccurate at the same time. We tend to explain 
Lippmann's ideas of stereotypes with negative terms, but Perkins reminds 
us that stereotypes are not necessarily pejorative or false; instead, they are 
'' “ 
ambivalent. 
Stuart Hall agrees that stereotyping is indeed ambivalent. His 
understanding of the stereotype is in line with Perkins' idea. His 
description of the stereotype of blacks demonstrates that blacks "are 
trapped by the binary structure of the stereotype, which is split between 
two extreme opposites - and are obliged to shuttle endlessly between them, 
sometimes being represented as both of them at the same time” 
("Spectacle" 263). Blacks are sometimes represented as "simple children" 
but sometimes as "oversexed", or both at the same time. 
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The reason why the subject being stereotyped is trapped in the 
binary structure is，according to Hall, that representation works at two 
levels: the "conscious and overt level", and an "unconscious or suppressed 
level" (263). The former is just a cover up of the latter. The deeper 
meaning - the things which are not being said or represented - is fantasy. 
Taking Hall 's example of the stereotype o f b l a c k males, the fantasy behind 
the stereotype of black men as simple children may be that they are 
"really super-men, better endowed than whites, and sexually insatiable" 
(263). So, what is represented is only "half the story", the other half is 
what is being fantasized. 
Hall sums up the concept of stereotypes into 3 parts: (1) stereotypes 
take on certain traits of a subject and ''reduces, essentializes, naturalizes 
and fixes 'difference"�(Hall 258); (2) s tereotyping "divides the normal and 
the acceptable f rom the abnormal and the unacceptable. It then excludes 
or expels everything which does not f i t , which is d i f ferent" (258). The 
strategy of spli t t ing involves the pract ice of closure and exclusion. "It 
symbolically fixes boundaries, and excludes everything which does not 
'' “ 
belong” and is therefore "part of the maintenance of social and symbolic 
order" (258); (3) "stereotyping tends to occur where there are gross 
inequalities ofpower” (258). Hall states that s tereotyping is what Foucault 
called a 'power/knowledge ' sort of game (259). Either one of the "two 
extreme opposites" has the upper hand. Representa t ion is a hegemonic 
kind of discourse - the power to mark, assign and classify, the power to 
represent and the power to represent in a certain way (e.g. s t e r e o t y p i n g ) -
all display the symbolic power in representat ion. This power is c i rcular ; it 
involves both the subject and the object . "[E]veryone - the powerfu l and 
f 
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the powerless - is caught up, though not on equal terms, in power's 
circulation. No one - neither its apparent victims nor its agents - can stand 
wholly outside its field of operation" (261). Because meaning can never 
be fixed and stereotyping is a hegemonic kind of discourse, stereotyping 
is a signifying practice in representation, which communicates effect ively 
and well. From Lippmann, Perkins and Hall's concepts of stereotyping, we 
can generate that a stereotype is effect ive an tool for communication; it is 
not necessarily true or false, but the ways through which it works are 
essentialization, reduction and fixation, etc. 
Fetishism in Stereotyping 
Homi Bhabha, in "The Other Question", argues for the reading of 
the stereotype in terms of fet ishism. Fetishism is an important 
representational practice. Stereotypes' taking certain traits of a subject, as 
if they are all the subject is about - this metonymic substitution of parts 
for whole - is what fet ishism stands for. Freud suggests that the fetish is 
”a substitute for the woman's (the mother's) penis that the little boy once 
‘ “ 
believed in and - for reasons famil iar to us - does not want to give up" 
(352). "He has retained that bel ief , but he has also given it up" (353). The 
little boy, within the struggle between giving up the idea of the woman's 
(mother's) having a penis and an unwil l ingness to do so, he makes a 
compromise, which gives rise to the fet ish (the substitute). 
By stereotyping, the forbidden, the tabooed and the unrepresentable 
f ind a displaced form of representat ion in fetishism. What cannot be 
represented is t ransferred to another object (or as Freud says, to another 
part of the body other than the absent penis), which substi tutes for the 
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forbidden and the tabooed. Therefore, the fantasy (what is not being said 
or represented) is being denied and indulged at the same time in fet ishism, 
and this is the strategy of disavowal - to use Stuart Hall's term, it is a 
strategy of "having-it-both-ways" ("Spectacle" 268). Through the practice 
of fetishism in representation, the forbidden or the tabooed (the fantasy) 
is both represented and not represented at the same time; what is being 
represented is a cover-up of what is not. Fetishism as a representational 
practice and a form of stereotyping, thus, involves substitution, 
displacement and disavowal. 
Fetishizing the Serial Killer 
The serial killer is often portrayed as the Other in fi lms and 
bestsellers; the "otherness", as Homi Bhabha says, is "at once an object of 
desire and derision, an articulation of difference contained within the 
fantasy of origin and identity" (38). Stereotypes constructed around the 
figure of the serial killer are those of "otherness" - they are objects of 
"desire and derision" at the same time. What I would like to il lustrate 
“ 
through the study of stereotypes related to the serial killer is that what is 
being represented is a cover-up of what is hidden (e.g. fear, desire, 
fantasy) or the tabooed; the forbidden (fantasy) is displaced by the fet ish 
(what we see on the surface) - the selected traits of the subject (the 
stereotype). . 
The otherness of the serial killer is represented through certain 
cultural icons, which display features of the stereotype in terms of 
fetishism: taking some (easily recognized) characterist ics of the serial 
killer, f ixing and reducing him/her to fit into the description of the 
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common "knowledge" of what the serial killer is. An article "What Makes 
a Serial Killer?" published in a popular "true-crime" book can show how 
the serial killer is being "fetishized": 
A major finding of the research is the commonality of 
characteristics [my italics] of the serial murderer. Many 
profiles have been prepared by law enforcement agencies and 
behaviorists, yet we do not find serial killers until it is 
literally too late. Although serial killer murders can be found 
around the world, they are all as similar as if they had been 
cut from one pattern [italics mine]. Despite their differences 
in age, race, the number of murders they commit, and their 
protestations that they are not understood, serial killers have 
many characteristics in common [my italics] (Morrison 9). 
The article is written by a "forensic psychiatrist", whose information or 
opinions are supposed to be creditable^^. The similarities or "commonality 
of characteristics" supplied by Morrison include statements like "[t]he 
serial killer is male. Women do not generally fit the pattern of a,,serial 
killer"; "[h]e is usually from a middle- to upper-middle-class background, 
and his home was no less stable and intact than those of many other 
normal Americans"; "[h]e has a good intellect, both inborn and acquired" 
(8) and so on. The "commonality of characteristics of the serial murderer" 
mentioned by Morrison, however, is not necessarily the "commonality" 
among the serial killers; in fact, one can only say there are only some 
25Helen Morrison is said to have "done extensive clinical interviews of serial kUlers (more than 8,000 
hours)" (Seltzer, Serial Killers 10’ 128), and have interviewed serial killers like John Gacy, Richard 
Macek and Peter SutclifFe (Newton, 20). ‘ 
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basic similar characteristics shared by different types of serial killers26, 
for example, a serial murderer should by definit ion commit "the killing of 
three or more people over a period of more than 30 days, with a 
significant cooling-off period between the k i l l i n g s " 2 7 (Holmes and 
Holmes, Serial Murder 18). 
Even though the majority of serial killers are males, there are also 
quite a number of female serial killers2s Even though DiCanio mentions 
Steven Egger's point that "there appears to be a tendency in the academic 
literature to steer away from the fact that almost all serial killers are men" 
(245), still, one cannot say that "the serial killer is male". Serial killers 
are not exclusively males. A fetishistic reading of the serial killer is at 
work here: the part of the serial killer is represented as the whole. 
Regarding the intellectual capacity of the serial killer, DiCanio 
refers to an article entitled "Serial Killers: Shattering the Myth: They're 
an American Phenomenon, and They're Not What You Think" appeared in 
Washington Post, in which Robert Ressler's words were quoted. Reporting 
on what Ressler said, DiCanio writes: 
•I 
serial killers are not nearly as intelligent as the book and 
movie Silence of the Lambs made them out to be. In Ressler 's 
estimation, serial killers are invariably professional fai lures, 
26There are "Disorganized Asocial" and the "Organized Nonsocial" serial killers’ who bear different 
characteristics and act differently. There are also other classifications as well, for instance, serial killers 
may be classified as "geographicaUy stable" kiUers, "geographicaUy transient" kiUers, "visionary" serial 
killers, "the "mission" serial killer, "the "hedonistic" serial killers, the "comfort-oriented" killer and the 
"power/control" serial killers. See Margaret DiCanio, The Encyclopedia ofViolence: Origins, Attitudes, 
Consequences (New York: Facts On File, 1993), 244-8. ‘ ’ 
27There are others who define serial kiUing in similar ways, e.g. Thomas 0'Reilly-Fleraing's Serial & 
MassMurder: Theory, Research andPolicy, Steven A. Egger's "Serial Murder: A Synthesis of 
Literature and Research". 
28See Kerry Segrave, Women Serial and Mass Murderers: A Worldwide Reference, 1580-1990 
(Jefferson, North Carolina: McFarland, 1992). ’ 
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even those like Ted Bundy, whose minor achievements were 
exaggerated by the press (245). 
Again, Morrison picks up certain characterist ics that are shared by some 
(but not all) serial killers and defines them as such - the serial killer is 
once again "fetishized". 
The fetishistic representation of the "otherness" of the serial killer 
can be considered as a defense mechanism of Self and order. The 
stereotype, as a representational strategy, also serves as a defense 
mechanism. By making them something that we can recognize, our sense 
of order can be sustained. Sander Gilman observes that stereotypes 
originate from anxiety: 
[s]tereotypes arise when self-integration is threatened. They 
are therefore part of our way of dealing with the instabili t ies 
of our perception of the world. This is not to say that they are 
good, only that they are necessary. We can and must make 
the distinction between pathological stereotyping and the 
stereotyping all of us need to do to preserve our illusion of 
“ 
control over the self and the world (18). 
When "self-integration" is being threatened, the "non-pathological 
personality" will regard stereotype as "a momentary coping mechanism" 
(hence necessary), which can be thrown away after use; but the 
"pathological personality" will not be able to distinguish "the ' individual ' 
f rom the stereotyped class" and "sees the entire world in terms of the rigid 
line of difference" (18). The defense mechanism of the stereotype helps us 
cope with the anxiety aroused by things like violence and serial kill ings 
by distinguishing "them" and "us". 
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Clive Bloom, when talking about Jack the Ripper as a legendary 
figure, states that 
Jack's violence [...] acts as a gaping maw into which 
perception of order and rightness are sucked. Jack's name as 
well as his deeds and the deeds in his name disturb our order, 
transgress boundaries, translate legitimacy into illegitimacy 
and the sacred into the bestial and translate them back again 
(135-6). 
Figures such as Jack the Ripper and their "legendary power" threaten 
order and the Self. The stereotype of the Other then comes into place. 
Violence acts of the serial killer produce a sense of disorientation among 
ourselves. Grixti states in his article "Consuming Cannibals: Psychopathic 
Killers as Archetypes and Cultural Icons" that 
[o]ne way of dealing with this uncertainty is to aff i rm that 
mass murderers and serial killers are neither civilized nor 
really human - i.e., to stress their monstrosity so as to 
perceive them as belonging to the realm of the other (88). 
In fetishizing the serial killer as the Other, we feel more comfortable and 
less threatened. One may recollect Ann Rule's bestselling true crime book 
The Stranger beside Me, in which the story of her good friend, serial 
killer Ted Bundy, is included. Bundy, before the murders, has been a 
"good friend" to Rule, but after he is known for murdering many young 
girls, he becomes a "stranger". Rule states in the preface that "the stranger 
at the very vortex of an ever-spreading police probe was not a stranger at 
all; he was my friend". No matter how "good" Rule describes the 
friendship between them, Bundy is now compared to a stranger, the Other. 
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Or else, she would not have made the title of the book The Stranger 
beside Me. Considering the serial killer as the absolute Other means that 
s/he is not part of us, that s/he is abnormal and pathological, whereas "we" 
are perfectly normal; we can aff i rm our sense of security and order in this 
way. 
The Monster 
Serial killer, as one of the fetishized stereotypes in movies and 
novels, often appears as the monster. In Yves Attal and Roberto Benigni's 
comedy The Monster {Le Monstre) (1994), a man called Loris is mistaken 
to be the serial killer who has killed and mutilated 19 women. The cops 
describe the serial killer as a monster; s/he might act as if s/he is a normal 
person, but deep down s/he is a monster. A criminologist asks some 
(female) police agents to be the bait and try to arouse Loris's (their chief 
suspect) sexual desire, so that they might catch him "red-handed". He 
shows them a video tape displaying Loris's daily life. What the 
criminologist shows the female detectives are in fact only parts of Loris's 
life. The perverted deeds Loris seems to have committed are just portions 
of his usual behaviors performed in a gawky and vulgar way. For instance, 
Loris follows a lady out of a restaurant (in which he has taken a "free 
lunch") and stares at her buttocks when she bows down to pick up the 
groceries she has dropped on the floor. Before Loris goes out of the 
restaurant, he runs into a man whose cigarette stub falls into his pants. He 
clutches the stub inside his pants and tries to put it off but to no avail. 
Then he pours water inside and the stub has finally gone out. His actions 
are interpreted by the criminologist as those of Loris's uncontrol lable 
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sexual desire. And when Loris squeezes the water out of his trousers, the 
criminologist even explains that Loris intends to punish himself for his 
incessant sexual desire by pinching his own penis! What the film wants to 
convey is that people who are abnormal are in fact those other than Loris. 
Besides ridiculing the common attitude towards the serial killer and our 
strange behaviors, the film also demonstrates how the serial killer is being 
fetishized and how a person may become a "monster". 
Just as the serial killer in Le Monstre, the serial killer in fi lms and 
bestselling books is frequently portrayed in the light of the archetypal 
monsters created in horror movies. The otherness of the serial killer is 
highlighted by the emphasis on monstrosity of the figure, thereby 
achieving the effect of mitigation and making the serial killer more 
"acceptable" and "consumable" to the public. Grixti's article suggests that 
in creating the fictional serial killers, we can make them perform 
"scapegoating functions" (90). Depicting the serial killer as the monster 
can reduce our fear, because we may comfortably know that they, instead 
of we, are the abnormal, the criminal, the beast. 
'' “ 
Alan G. Frank refers to one of Vincent Price's (a horror fi lm actor) 
remarks in the introduction of his book, that horror films are "pure 
escapism and therefore harmless. No one believes them or takes them 
seriously" (7). The fictionality of the monsters in horror movies, when 
translated into the serial killer genre, is a very useful gadget in making 
the serial murderer less threatening. 
[Horror films] have managed to give their audiences what 
they wanted - pleasurable terror [...] We enjoy being terr i f ied 
from the safety of our cinema seats, secure in the knowledge 
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that the most terrible monsters that erupt across the screen 
are made 'real' only by our willing suspension of disbelief 
(Frank 7). 
The emphasis of monstrosity of the serial killers, in short, is the 
camouflage of their underlying (real) menace. We enjoy looking at the 
serial killers, say, in movies, just as they are some kind of monsters and 
the Other in horror films. We are making the real into something not real, 
thereby reducing its fierceness. Instead of evoking fear, the genre lessens 
the fear we have of the "monster". 
On another level, we enjoy viewing serial killer films or reading 
books about serial killers because, to use Stuart Hall's idea, the figure of 
the serial killer is an embodiment of a fantasy of ours. In a lot of horror 
movies, the monster is the subject to be expelled but at the same time the 
one to be envied, as they"possess superhuman power and they transgress 
conventional boundaries (e.g. sexual, moral boundaries) set by our world. 
The exotic, once again, is both hated and liked. In the following, I would 
like to use the descriptions of several fet ishized forms of monsters, 
namely, the vampire, the werewolf and the Jekyll/Hyde monster, to 
illustrate how the serial killer is often portrayed in terms of monstrosity. 
1) The Vampire 
The vampire is a prevalent form of monster in horror movies and 
some even say that the vampire is one of the "perfect representatives of 
alien menace" (Rasmussen 195). The real- l i fe serial killer is of ten 
referred to as the "Vampire". For example, serial murderer Richard Chase 
is labeled as the "Vampire of Sacramento"; Ronald Markman and 
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Dominick Bosco use Chase's "title" in their chapter on Chase (159-93). 
Robert Ressler, an FBI veteran, also names his chapter on Chase "The 
Vampire Killer" (Ressler & Shachtman 1-31) and recalls that Chase 
became known as Dracula among the nursing staff when once he was in 
hospital (19) because of his description of killing small animals and the 
taste of blood in his diary. There are also evidences showing that Chase 
might have drunk some o f h i s victims' blood (3’ 11); he needs the blood to 
prevent his own from turning into powder (27). Serial killer Peter Kurten 
is referred to as "The Dusseldorf Vampire" (Wilson & Wilson 19-24). A 
killer named George Haigh, who drinks his victims' blood and uses 
corrosive material to dissolve the bodies, is nicknamed "The Dissolving 
Vampire". A Hungarian Countess called Elizabeth Bathory, who has killed 
many young girls and bathed in their blood in order to stay young, is also 
fictionalized as "Countess Dracula" in a 1960s Hammer horror film (Grixti 
88). In movies and bestsellers, as a bit of a joke, psychopathic killer Dr. 
Animal Cannibal Pizza in The Silence of the Hams (1994) at one point 
dresses as Dracula and tastes his own blood after he has hurt himself when 
•‘ “ 
shaving; another killer, Antonio's " m o t h e r " 2 9 , flies like a bat when trying 
to kill the private detective investigating a murder case. Other fictional 
serial killers，for example，Thomas Harris's Francis Dolarhyde (Red 
Dragon) and Dr. Hannibal Lecter (Red Dragon and The Silence of the 
Lambs), are also portrayed as having some attributes of the vampire. 
The most prominent characteristic of the vampire may be his/her 
desire for blood. Count Dracula's sinking of his fangs into the throat and 
29Here Antonio's mother, who is similar to Antonio's mother in Hitchcock's Psycho, is in fact Antonio 
himself. ’ 
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sucking the blood of say, the heroine Mina Seward or the shadow heroine 
Lucy Westenra in Dracula (1931), is parallel to Francis Dolarhyde's bites 
in the bodies of the female victims in Thomas Harris's Red Dragon. The 
"Tooth Fairy" (Dolarhyde) "bites a lot" and the number of bites inflicted 
by him is "way above average" (26). The "bites" o f b o t h characters signify 
a desire of some sort. In Dracula's case，it is the desire for blood^o and the 
desire to control and master; in Dolarhyde's, it is the desire for acceptance 
from the female victims. 
Another characteristic of the vampire is his possession of 
superhuman power. In the 1931 Dracula, Count Dracula (Bela Lugosi) 
(Fig. 4) lures the heroine Mina Seward to succumb to him; characters such 
as Renfield (who becomes his servant later) (Fig. 5), a poor flower 
peddler and a concert hall attendant are mesmerized by the Count to serve 
his purposes. Dr. Hannibal^Lecter in The Silence ofthe Lambs (both novel 
and film versions) is peculiarly attractive and is believed to have 
convinced Miggs (also an inmate like Lecter) to commit suicide. After 
talking to the doctor for a while, Miggs cries and later swallows his own 
‘ “ 
tongue and dies (Harris, Silence 37). It seems that Lecter has the hypnotic 
power, which is also present in Count Dracula, to make a person listen to 
what he says. 
At various points, other characters acknowledge Lecter's power to 
"know". Both Will Graham in Harris's Red Dragon and Clarice Starling in 
The Silence of the Lambs seek help from Lecter，who seems to know who 
the killers are; Graham feels that "Lecter [is] looking through to the back 
of his skull. His attention [feels] like a fly walking around in there" {Red 
30Some may suggest that the desire for blood is suggestive of sexual desire. 
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Dragon 63); Starling knows that if Lecter meets a person, he will know 
everything [Silence 217) and that there is "no knowing what Dr. Lecter 
[knows]" {Silence 281); he is hovering over the inner landscape of others; 
he even knows them better than they know themselves. It seems that 
Lecter is omniscient; everything is within his prediction. He has the power 
to know everything，he even sees what one thinks and feels. 
Another character who resembles the "know-all" vampire is the 
serial killer John Doe in David Fincher's Seven. Not only does he seem to 
know everything, he also manipulates and controls others, such as the 
detectives and the victims in the movie. He, as the fi lm informs us, is 
well-educated and wealthy. He organizes his murders according to the 
medieval seven deadly sins and everything seems to comply to his plan. 
The cops are in no control of locating him, and not to mention catching 
him. When he makes the detectives David Mil ls (Brad Pitt) and Wil l iam 
Sommerset (Morgan Freeman) go to a place and find the bodies of two 
victims, he says to them, "Realize, detective, the only reason I'm here 
right now is that I wanted to be." John Doe's going to the police himself is 
“ 
also part of his plan to accomplish the "mission" he has - to preach to the 
world how sinful human beings are. At the end, even Detect ive Mills fa l ls 
into the trap and kills Doe in "wrath". 
Besides possessing some kind of superhuman power, Dr. Lecter in 
The Silence of the Lambs and Red Dragon has many things in common 
with Count Dracula; his appearance is one thing, and his aura of 
aristocracy another. Lecter is described in both Harris 's novels as having 
mysterious "maroon eyes" {Red Dragon 63) {Silence 15, -225) and they 
ref lect the light redly. Chris topher Lee's Dracula also has eyes in red (See 
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Fig. 6), which contain an intense gaze of cruelty and anger. Lecter's 
countenance resembles that of the Count as they both are very pale. 
Starling describes what she sees during one visit: 
Dr. Lecter wore the white asylum pajamas in his white cell. 
The only colors in the cell were his hair and eyes and his red 
mouth, in a face so long out of the sun it leached into the 
surrounding whiteness; his features seemed suspended above 
the collar o f h i s shirt {Silence 138). 
The Count in Bram Stoker's Dracula is also described by Jonathan Harker 
as not having "a single speck of color about him anywhere" (25) perhaps 
also because he has been "long out of the sun". What adds to Dr. Lecter's 
exotic and esoteric appearance is the "perfectly replicated" middle finger 
of his hand, which is "the rarest form of polydactyly" {Silence 21); he is 
to Clarice Starling "as remote from her as a stone crusader lying on a 
tomb" {Silence 23). Both the Count and the psychiatrist share the uncanny 
appearance. 
Lecter acts as if he, just like Count Dracula, is of noble origin. He 
is well-read and well-educated; he listens to classical music (Bach's 
Goldberg Variations on the piano) even when he is imprisoned {Silence 
225); he is a gourmet who has a special taste even when he consumes 
human beings - he eats a census taker's liver with some fava beans and a 
big Amarone {Silence 23). His aura of aristocracy' is heightened by his 
courtesy. The reason why Lecter wants Miggs to die is that Miggs has 
been rude to Starling. Lecter says to Starling, af ter knowing Miggs's 
having spattered his semen on her, that he "would not have had that 
happen to [her]. Discourtesy is unspeakably ugly to [him]” (24). 
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Throughout the whole novel (and the f i lm as well), Lecter is polite to 
Starling most of the t ime, jus t as Count Dracula is polite to Jonathan 
Harker in Bram Stoker's novel. Lecter speaks softly and kindly to Starling; 
he helps her catch the serial killer Jame Gumb and offers her a chance of 
advancement; he gives her a towel to dry her hair when he sees that she is 
soaked with rain; he considers it rude to "call on" her (and kill her) af ter 
his escape; when he meets Senator Ruth Martin whose daughter has been 
kidnapped by Buffa lo Bill, the last words he says to her is "Love your 
suit" (193). Ironically, with his special taste in human fIesh and organs, 
and his well-bred manner, Lecter "challenges the cultural boundaries 
between the civilized and the savage" (Tharp 111). He is at once ref ined 
and primitive; he is a gentleman and a monster . ‘ 
The vampire in horror movies is also very of ten portrayed as 
apathet ic and indifferent , S/he kills people ruthlessly and drinks their 
blood. This total lack of sympathy of the vampire is especial ly true of 
Bela Lugosi's Count Dracula. Rasmussen says that Lugosi's vampire is "as 
f r ightening when he ignores as when he f ixa tes upon another character" , 
“ 
showing his "power of concentrat ion and total lack of sympathy" (196). 
He is indif ferent to the heroine Mina Seward's heightened senses and 
passion for l ife af ter his attack on her; his ways of killing are cruel and 
terr ifying. He never regrets what he has done. There is nothing human 
inside the vampire. Af ter meet ing Lecter the first time，Clarice Starl ing 
"felt suddenly empty, as though she had given blood" (23); Starl ing's 
exper ience is similar to Mina Seward's in Dracula that on leaving. 
Starl ing "was excited, depleted, running on her will" and "she had fel t an 
al ien consciousness loose in her head, s lapping things off the shelves like 
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a bear in a camper" (25); Lecter in his cell, is all the way contemplating 
the whole event, amusing himself. In fact , almost all serial killers 
portrayed in movies and books kill without remorse and act according to 
their own wishes, without considering the others. Francis Dolarhyde even 
makes the dead husbands and children of the female victims his audiences 
of his killing "performance"; Lecter, as described by Jack Crawford, kills 
"to amuse h imse l f [Silence 37) and when he breaks the jaw of a nurse to 
get at her tongue, "his pulse never [gets] over eighty-five, even when he 
swallowed it" {Silence 11); the killer in the film Copycat kills, just to 
show the world his existence, that he is able to do what all the other serial 
killers do (i.e. to control and manipulate people); Mickey and Mallory in 
Natural Born Killers kill without reason and remorse, as they are the 
"natural born killers". 
The vampire is the perfect Other. Count Dracula appears in movies 
or Bram Stoker's novel is of Transylvanian origin. He lives in his confined 
castle and is isolated and alienated. Jonathan Harker, af ter inspecting the 
castle, knows that he is imprisoned by the Count; the castle is just like a 
“ 
prison. The serial killer in movies and bestsellers are described as the 
monster, the Other (who lives in isolation; Dr. Hannibal Lecter is 
confined in his cell and John Doe lives in his a p a r t m e n t 3 i that is 
practically a castle for the vampire); but the killer, like the vampire, is: a 
formidable object of both fear and secret envy -(Rasmussen 196). By 
fetishizing the serial killer into something like the vampire, we are 
3iln fact, the atmosphere constituted in the whole film by Ughting effect suggests depravity and anxiety. ‘ 
The fUm is "unusually dark for a Hollywood feature". The cinematographer of Seven, Darius Khondji, 
remarks, "For me, when I'd read the scrip, scary had to do with darkness. It's not always the case, 
sometimes it's to do with a lot ofUght and no shadow at aU" (Darke 20). 
52 
making them less threatening, more familiar and easily consumed. 
Moreover, in making the uncanny more understandable, our secret desires 
are also concealed. Count Dracula embodies the "violence with the 
forbidden, disguised prospect of sexual indulgence" (Rasmussen 196) in 
the "relatively democratic but also xenophobic and sexually repressed 
Victorian England of Stoker's era" (196)32； the serial killer, dressed in the 
robe of the vampire, may also represent a secret desire for transgressing 
the conventional sexual and moral boundaries set by the world. What the 
fetish covers up may be our secret desire, the tabooed and the forbidden. 
2) JekylI & Hyde and the Werewolf 
Another form of common monster is the "changeable" Mr. Hyde or 
the werewolf (Figs. 7 and 8). Dr. Jekyll and his alter ego Mr. Hyde are the 
perfect representation of the two sides of human beings. Beneath the 
human skin (good), there is always the beast (evil). Certain popular 
images of the serial killers tend to be the Dr. Jekyll 's kind of person; 
when they kill, they become the alter ego Mr. Hyde, whose sadistic and 
“ 
violent behaviors are unrestrained. The werewolf changes faces as well 
(Fig. 9). The serial killer is also quite often portrayed as the legendary 
werewolf. The human body is fated to turn into a wolf and kills people 
whenever the moon is full . The serial killer in popular movies and 
bestsellers are sometimes described as having a special relation to the 
moon or the tidal pattern. 
32See also Anne Cranny-Francis's article "Sexual Politics and Political Repression in Bram Stoker's 
Dracula", Nineteenth-Century Suspense: From Poe to Conan Doyle, eds. CUve Bloom, Brian Docherty, ‘ 
Jane Gibb and Keith Shand (Nev/ York: St. Martin's, 1988)，64-79’ in which Cranny-Francis talks about 
"the ways in which Stoker's text responds to the challenge to patriarchal bourgeois society and ideology 
posed by the Women's Movement and the phenomenon of the T^ew Woman'." (64) 
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Robert Ressler, while agreeing that the serial killer is a monster, 
writes that 
[m]ost people conceive of the murderer as being a kind of 
Jekyll and Hyde: one day he's normal and on the next a 
physiological drive is taking hold - his hair is growing, his 
fangs are lengthening - so that when the moon is full , he'll 
have to seize another victim. Serial killers are not like that 
(Ressler & Shachtman 47). 
Ressler points out the fact that people tend to associate the serial killers 
with the werewolf and the Jekyll/Hyde kind of monster. What Ressler 
wants to tell us is that there is a pattern of development of the serial killer 
- s / h e kills and at time goes by, s/he kills more and more; his/her 
behaviors are very consistent and to a certain extent, predictable; there is 
of ten clues and signs of the killer-person in his/her daily life. One may be 
able to detect and spot the abnormal behaviors of the killer even when 
s/he is not killing. 
The serial killer appears on TV or in news reports, however, very 
“ 
often looks like a normal person. "It was repeatedly remarked about the 
killer of young college women, Ted Bundy 'that he never looked the same 
from photograph to photograph"’ (Seltzer, Serial Killers 128). A 
psychiatric consultant, when describing Jeff rey Dahmer, also says, "Dress 
him in a suit and he looks like ten other men" (128). Seltzer summarizes 
that we can rediscover "the notion of the 'chameleon-like' character of the 
serial killer: his [sic] tendency to blend into others or to melt into the 
background" (128). Colin Wilson also mentions in his book that one of 
Ted Bundy's interviewers Stephen Michaud, af ter talking to Bundy for a 
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considerable period, became aware that 
there were, in effect , two Teds ' - the analytical human being, 
and an entity inside him that Michaud came to call the 
'hunchback’. (We have encountered this 'other person’ - Mr. 
Hyde - syndrome in many killers, including Peter Sutcl i ffe .) 
(Wilson & Wilson 89) 
The serial killer in popular cultural representation is like anyone else -
except when s/he kills; s/he is the fetishized form of the serial killer as 
the human beast beneath the skin, the werewolf or the Jekyll/Hyde 
monster. The serial killer may or may not look like a normal person (or 
anyone of us), but popular representation of the serial killer tends to 
outline the killer as somebody who changes his/her appearance at certain 
time when s/he commits brutal acts; otherwise s/he is perfectly ordinary. 
Popular images of the serial killer are often those of the werewolf 
or the Jekyll/Hyde monster. Both Francis Dolarhyde in Red Dragon and 
Jame Gumb in The Silence of the Lambs are portrayed in the light of the 
werewolf and Mr. Hyde, for example, the "hyde" in the name "Dolarhyde" 
“ 
is a clue; one of Jame Gumb's nicknames is "Mr. Hide". Francis Dolarhyde 
in Thomas Harris's Red Dragon kills at ful l moon. Will Graham has to 
find out who the killer is before he commits another murder in the month. 
Dr. Hannibal Lecter says to Will Graham, "...if this pilgrim feels a special 
relationship with the moon, he might like to go outside and look at it. 
Before he tidies himself up, you understand. Have you seen blood in the 
moonlight. Will? It appears quite black." (67). Dolarhyde is like the 
werewolf that he changes his appearance and attack people.at full moon. 
The werewolf and the Jekyll/Hyde monster also signify a challenge 
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to "generational, economic, romantic and scientific" fronts (Rasmussen 
147). As Rasmussen notes, the monster 's first words are "Free! Free at 
last!" (148), showing that he is "selfish desire liberated from all moral 
restraint" (148). The significance of the werewolf and Mr. Hyde is change 
or transformation. The desire for knowledge and power of the mad 
scientist in classic horror movies often leads to the by-product of his 
mutation into a monstrous being. For example. Dr. Jekyll, who "insists 
that the struggle between good and evil within the human mind can be 
tilted in favor of the former through biochemical intervention" 
(Rasmussen 148), turns into the evil Mr. Hyde; the botanist Wilfred 
Glendon in Werewolf of London (1935) is also "fated to become a monster 
whenever the moon is full" (Rasmussen 153) because ,of his quest for 
knowledge and power. Even though the intentions of the mad scientists at 
the beginning may not be vile ones, they nevertheless end up causing evil. 
The serial killers in Red Dragon (the film Manhunter) and The 
Silence of the Lambs both long for a change into a presumably better self. 
Francis Dolarhyde is waiting for a change to be the red dragon and in 
“ 
order to achieve that, he has to kill; Jame Gumb tries to make an "outfit" 
from women's skin to become as "beautiful" as his mother (Harris, Silence 
275), as if putting on others' skin enables him to turn into another person. 
The femininity, or more precisely a new kind of gender, a "posthuman 
gender", as Halberstam puts it (164)，represented by women's skin is what 
he is coveting. The character Leatherface in Texas Chainsaw Massacre 
(1974) also changes when he puts on his alternate "faces" of women. At 
one point, when the "killing family" is at the dinner table, he wears a 
"pretty woman" mask (Woods 132). 
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Anastasia Toufexis, talking about America's fascination with serial 
killers, describes the phenomenon as "Dances with Werewolves". Not only 
are the fictional serial killers portrayed as Mr. Hyde or the werewolf, real-
life serial killers also often display "qualities" that belong to or are in 
some ways related to the werewolf in true-crime books. For example, 
there have been killers who might suffer from lycanthropy. In 1573 at 
Dole, France, a serial killer (and a cannibal as well) named Gilles Garnier 
"admitted that he was a loup-garou, a werewolf’ (Martingale 14). He had 
killed several women and children, one of which was a girl of twelve, who 
was torn to pieces with the killer's "teeth and his w o l f s paw" (14). 
Garnier claimed that he could turn into a werewolf whenever he put on 
some ointment. 15 years later, another serial kil ler, , Peter Stump in 
Bedburg, Germany, claimed that "the Devil had taught him the art of 
metamorphosis and had given him a w o l f s skin (another common way of 
changing form) which he wore when he pursued young women and 
children" (15). Stump confessed that he could become a werewolf at his 
will and after killing and consuming the victims, he would return to 
•‘ “ 
human shape again. 
There are also actual serial murderers who are described to have 
some relationship with the moon. Bobby Joe Long is one example. Long 
"carried an extra ' female' chromosome, triggering abnormal production of 
estrogen which caused his breasts to grow with the approach of puberty. 
Surgeons removed six pounds of excess tissue from Long's chest, but he 
continues to experience protomenstrual symptoms linked to a strict lunar 
cycle" (Newton 20). There is a hint that Long experiences menstrual cycle 
and that just like the werewolf that t ransforms at ful l moon, he can feel 
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something strange each month at a certain period. The notorious Ed Gein 
also confesses that after the death of his mother, he has a desire to see a 
woman's body. So, he begins to "visit cemeteries at night, when the moon 
[is] full" (Woods 40). 
The image of the beast (the werewolf) as both predator and prey is 
also very prominent in movies and bestsellers portraying the serial killer. 
The idea that the serial killer as the human beast hunting different victims 
is ubiquitous in popular films and books. The killer, walking around the 
city, looking for prey to satisfy his/her own needs. Ed Gein, when asked 
why he cleaned and dressed the body of a hardware store owner Bernice 
Worden, af ter killing her and taking her body home, in an interrogation, 
says, "I guess I thought she was a deer" (Woods 74). Gein is also 
sometimes described as a hunter: "[w]ith his plaid hunter's cap, he seemed 
the quintessential outdoorsman" (Publications International 71); before he 
killed Mrs. Worden, he has "frequently talked with Frank [Mrs. Worden's 
son] about hunting. The deer season was starting and Gein was very 
curious about Frank's hunting plans" (72). 
“ 
The phrase "hunting humans" was coined by mass killer James 
Huberty (Jenkins 117). Serial killer Richard Ramirez is referred to as 
"The Night Stalker". The notion that Ramirez wait at night and pursue his 
preys relentlessly are the ideas behind his nickname. Other serial killers ' 
acts are also described as stalking or hunting, for-example, the title for 
the chapter on John Paul Phillips in Serial Killers and Murderers is 
"Murder Stalks a College Town" (Publications International 29-30); the 
one for Son of Sam (David Berkowitz) is called "The Greatest Manhunt in 
New York City's History" (50-1). Images of hunting is everywhere around 
58 
the serial killer. 
The fictional serial killers also appear as the predator and the beast. 
The relationship between FBI Clarice Starling and serial killer Hannibal 
Lecter in The Silence of the Lambs is compared to that between Belle and 
the beast of Beauty and the Beast (Hawkins); Francis Dolarhyde in Red 
Dragon often watches the victims (as if he is observing the preys) before 
killing them; the killer in Copycat also watches and observes his preys via 
the computer; the serial killer Casanova in Kiss the Girls expresses his 
opinion that ”men are hunters by nature" (Patterson 44), when he is 
observing and looking for his next prey. 
Not only does the serial killer "hunt", s/he is also being hunted. The 
detectives or cops are often described as the hunter chasing the beast. 
John Douglas and Mark Olshaker name their book Mind Hunter; the f i lm 
based on Thomas Harris's Red Dragon is called Manhunter, in which Will 
Graham is the hunter^^ trying to track down the beast (Francis 
Dolarhyde). Some other examples of the investigators as hunters chasing 
the serial killers are those engage in "Mindhunting the Serial Killers 
“ 
(Clark and Morley 1993), The Hunt for a Serial Killer (Ginsbury 1993), 
and even Hunting the Devil (Lourie 1993)" (qtd. in Jenkins 118). 
The vampire, the werewolf or the Jekyll/Hyde monster all carry 
some kind of legendary aura; fet ishizing the serial killer as any one of 
them empowers the killer and makes him/her a new kind of mythic 
^^Interestingly, Robert Ressler claims that the FBI agents would not personally go after the killers; they 
just "assess crime scenes, make personaUty profiles, and pass [their] suggestions on to local law- ‘ 
enforcement agencies, who do the hard field work and ultimately make the arrests" (Ressler & 
Shachtman 381-2). The hunter in reality is not Uke the "hero detective" in either Red Dragon or The 
Silence of the Lambs. 
59 
monster34. By identifying the killer as some mythic figure, we either think 
of them as not real (at least less real) or more familiar (as we have seen 
them a lot in classic horror f i lms), thereby reducing our fear. What 
originally induces fear is now something we enjoy looking at. 
When we go into the cinema and look at the "monster" (the serial 
killer), its fictionality produced by the fetishized forms of the monster 
makes us more relaxed to view it and its bestial deeds with relatively 
more ease; and every monster, even though is the perfect Other, bears 
some universal or common characteristics; at least, we think that we can 
comprehend it to a certain extent. We do not need to worry, as the 
monsters (or the killers) will either die or be caught by the heroes^^ 
(usually the cops) at the end. , 
Insane, Mad and Crazy? 
Just as the monsters in classic horror movies are "trapped by a 
'curse' of some kind" (Rasmussen 194)，that "[f]orces beyond their control 
make them what they are, regardless of their superhuman powers" (194), 
•‘ “ 
the serial killer is also represented as bearing a "curse" - insanity. The 
serial killers are often fet ishized as being insane in movies and 
bestsellers. They cannot help but have a desire to kill. It seems that there 
is something inside the killers that compels them to commit the brutal 
34See for example, Susanne Charyl Epstein's article "The New Mythic Monster". 
35victoria Harbord acknowledges that modern horror films are products of our "communal dreams" 
that the "little us" are attacked by the "abnormal it" (the big monster). Li those films, the hero is "an 
agent of retribution or a tool of revenge brings about a retum to the former state of things" (142). 
There are exceptions, even though most of the serial killers (as monsters) either die or are arrested at , 
the end of the movies or popular literature; one exception is Oliver Stone's Natural Bom Killers, in 
which Mickey and MaUory succeed in escaping from the jail and at the end, from punishment; we even 
see them starting a new life and having a few children (the bad seeds?). 
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acts. 
Similar to the monster, labeling the serial killer as insane is 
something we do to reduce our fear of the unknown. The fetishization of 
the serial killer as madman is well epitomized in a conversation between 
the killer John Doe and Detective Mills in David Fincher's Seven, when 
they are going to find out the last two bodies of whom Doe has supposedly 
killed: 
Mills: When a person is insane, as you clearly are, do you 
know that you're insane? Maybe you just sitting 
around, reading on to the animals, masturbating on 
your own faeces, do you just stop and go, "Wow! It is 
amazing how fucking crazy I really am"? 
Doe: It's more comfortable for you to label me insane. 
Mills: It's very comfortable. 
Clinically analyzing and defining what the serial killers are makes us 
believe that we at least know something about them; it is more 
comfortable and convenient for us to f ix, essentialize and reduce 
ii 
something unfamiliar into something familiar . 
Thomas Harris's Red Dragon acknowledges the problem of labeling 
the serial killer as insane. Will Graham says that Dr. Hannibal Lecter is 
"not crazy, in any common way we think of being crazy. He did some 
hideous things because he enjoyed them. But .he can funct ion perfect ly 
when he wants to" (53). The others call him a "sociopath, because they 
don't know what else to call him. He has some of the characterist ics of 
what they call a sociopath. He has no remorse or guilt at all. And he had 
the first and worst sign - sadism to animals as a child" (53). But Graham 
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goes on to say that in fact, Lecter does not have many other characteristics 
that a sociopath has. It is quite common that people tend to typecast the 
serial killers as something they recognize. 
In Oliver Stone's Natural Born Killers, after Mickey and Mallory 
have been caught, the TV host Wayne Gale wants to interview Mickey in 
the jail . Gale also interviews a psychiatrist called Dr. Reingold. When 
questioned whether Mickey and Mallory are insane, Dr. Reingold says, 
"Insane, no. Psychotic, yes^. Mickey and Mallory know the difference 
between right and wrong, they just don't give a damn." It is quite diff icul t 
to define terms like " i n s a n e " 3 6 and "psychotic". Dr. Reingold talks as if 
one is able to identify clearly the difference between the two terms; to 
layman, however, the two terms may just look as if they are the same 
thing. In fact, Stone addresses the problem in the fi lm elsewhere before 
the scene of the interview with the psychiatrist. Before Mickey and 
Mallory are caught, they go into an Indian's tent. The grandson asks the 
Indian whether Mallory is crazy. We then see there are the words "She 
crazy?" projected on Mallory's body. True, we do not know whether the 
“ 
killers are crazy or evil, or they are just "natural born killers". It is not up 
to anybody to decide. 
Whether the serial killers are insane or mad, or they are 
36Michael Newton talks about the "insanity plea" in the U.S.A. in his book Serial Slaughter: What's 
behind America's Murder Epidemic? The percentage of serial kiUers who are successfully spared from 
punishment as common criminals because of mental illnesses is low. Statistics show that "only 1% of all 
American felony suspects plead insanity at trial, and barely one in three of those is finally acquitted"; and 
with "some 650 American serial killers identified in this century, only 3.6% have been declared 
incompetent for trial or cleared by reason ofinsanity" (108). There is also not a "firm definition of 
'insanity' in the United States, beyond the fact that it remains a legal term, divorced from any diagnosis of 
specific mental illness. Nationwide, the fifty states are free to draft their own peculiar guidelines, chasing 
abstract terminology around in circles while the individual defendants - and their countless victims - are 
ignored" (108). The term "insane" is therefore very unreUable as a label of a person. 
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psychopaths we do not know; maybe they jus t cannot control themselves; 
or maybe like Lecter, they kill, jus t for the thrill of it and to amuse 
themselves. Very of ten, we tend to use professional and scient i f ic 
elements to convince ourselves that somebody conforms to the descript ion 
of a certain category of personali ty, but it may just mean that we are 
stereotyping and fet ishizing that person, in order to satisfy our desire or to 
reduce our subconscious fear. Perhaps it is this desire that in reality， 
serial killers can still be accurately described as "maniacs", even in a 
city37 encouraging polit ical correctness. 
Sexual Perverts 
Serial killers are f requent ly represented as sexual perverts, 
especially real-l ife serial kil lers; they are sexually mixed up and their 
sexual orientation is supposed to be extremely abnormal. Many of them 
are said to have been sexually molested in childhood. And most important 
of all, the famous among the famous serial killers do show some signs of 
say, homosexuali ty. Necrophi l ia , Paedophi l ia and transvest i t ism. It is this 
•• 
kind of "mementos" that al low the serial killers "to hang on to the 
highlights and relive them" (Toufexis 66). Everybody has his or her own 
sexual orientation; some people 's sexual or ientat ion may not be one that 
belongs to the major i ty and we would not be very interested; but that of 
the serial killer is always what we are interested in^^. They are always 
37八 newspaper called Toronto Star once used the term "maniacs" in a head Une over "a story about a 
Supreme Court of Canada ruling that raised the possibility that two serial killers would be freed from 
prison" ("Press Council Says Serial Killers Can Be Called 'Maniacs'" 3). The Ontario Press Council 
beUeved that even if the term "maniac" is inappropriate in dealing with most mental ilbess, "its use is ‘ 
justified in a headline on ... a story about the possibility that two serial kiUers would be freed from 
prison" (3). 
38See Debra Gersh's article "Coordinating Coverage for a Murder Trial," Editor & Publisher 30 Jan. 
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different from us; they are fetishized as sexual perverts. Not all the serial 
killers are homosexuals or necrophiles, but we tend to associate them with 
the so-called "sexual perversity". 
Many famous real-l ife serial killers are said to be homosexuals and 
necrophiles; Jeffrey Dahmer, Ed Gein and Dennis Nilsen are cases in 
point. Their sexual orientation is often the focus of media coverage and 
popular true-crime accounts. Nilsen kills young men because he wants 
them to accompany him forever; his "lovers" will never forsake him in 
this way (thus gives rise to the title of the book Killing for Company). Not 
only is Nilsen sexually aroused over the living body of a young man (his 
first victim), but he is also aroused by his dead body: 
I had a bath myself and got into bed with ,him. I held him 
close to me with my arms around him, and I began to remove 
his pants and explore his body under the blankets. (I had an 
erection all this time.) When I tried to enter him my erection 
automatically subsided, I could feel that his body 
temperature was cooling. (Masters 112). 
•• 
There are signs of Nilsen's necrophilic tendency. When he is in prison, he 
also makes some sketches (called "Sad Sketches") of the victims he has 
killed and shares his experiences of dismembering a body. 
Necrophilia is of ten related to cannibalism. To us, cannibalism is 
practiced in some remote villages by some primitive tribes. The image of 
the Other immediately comes to mind. Serial killers such as Je f f rey 
Dahmer39 and Ed Gein are from time to time labeled as savages and the 
1993: 14-15, in which she taUcs about immediate response of the media in covering Jeffrey Dahmer*s 
story. 
39More information on Dahmer can be found in magazine articles such as "Post-mortem on the Dahmer 
*t 
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cannibals. They consume the dead body of their "beloved" in order to keep 
their "beloved" with them forever. Dahmer, the Milwaukee cannibal , 
dismembered 17 young men; his house is called "Slaughterhouse in 
Apartment 213" and he kills his vict ims "like cattle" (Publicat ions 
International 10). Many body parts were found in his apartment: 
"[p]utrefied hands turned up in a cooking pot, a trio of heads in a freezer， 
five skulls in a box and in a f i le cabinet" (11). Ed Gein "used various 
parts f rom his female victims to 'decorate ' his house and "15 women had 
ended up as souvenirs in Gein's house of horrors" (73). Serial kil lers like 
Nilsen, Gein and Dahmer become the "representatives" of all their 
"peers". 
Fictional serial killers who are cannibals are characters such as the 
famous Hannibal Lecter. Lecter once at tacks a nurse and swallows her 
tongue (Harris, Silence 11); at another t ime, he eats a census taker's liver 
with some fava beans and a big Amarone (22-3); Balt imore Homicide also 
believes that the missing thymus and pancreas of Raspail (Lecter 's former 
patient) appear on the menu of a dinner Lecter has given the president and 
$t 
the conductor of the Balt imore Phi lharmonic (26). 
Other f ict ional killers who display necrophi l ic tendency (the love of 
the corpse) are those such as Leatherface in Texas Chainsaw Massacre, 
Norman Bates in Hitchcock's Psycho and Jame Gumb in The Silence of the 
Lambs. Leatherface puts on al ternate faces and skin of women. Jame 
Gumb also puts on women's skin; he tr ies to make a "suit" out of his 
Trial Coverage", Editor & Publisher 29 Feb. 1992: 15-16; Alex Pmd'homme, "The Little Flat of ’ 
Horrors," Time 5 Aug. 1991: 26; Paula Chin and Civia Tamarkin, "The Door ofEvil," People 12 Aug. 




victims' skin. Norman Bates put on women's clothes to disguise as his 
mother. Apart from transvestit ism, Bates's necrophilic inclination is 
shown by his mother's body being kept and preserved in the basement of 
the house. Lecter, Leatherface, Bates, Gumb, all are portrayed, using the 
famous cannibal killer Ed Gein as model. These characters in fact reveals 
a kind of fetishism within fetishism. The dead body is a displaced form of 
the killers' deep-down desires, whereas the serial killers themselves are 
the displaced form of the forbidden, the taboo in real life. In popular 
f i lms and bestsellers, we fai thful ly believe that the serial killers are some 
sexual perverts; they are so grotesque and they are definitely different 
from us. 
To sum up a bit, the imagery of the "borrowed robe"40 is stark clear 
in the stereotype of the Other in serial killer movies and bestsellers. 
Instead of dressing the serial killer in a "suit" and make him or her look 
like "ten other men [or women]", we actually dress him/her in the 
"borrowed robes" of the Other, thereby making him/her more famil iar and 
n 
less threatening. The "robe", or the fetish is in fact the images of the 
monster, the insane and the sexual pervert. As Amy Taubin suggests, we 
relate the serial killer to "the image of a superhuman monster", who has 
the "ability to rise from the dead in f i lm af ter fi lm"; and that "it is the 
institutions and ideology which produce [the serial killer] that live on 
f rom generation to generation" (16). Through fetishism (as one form of 
stereotyping), our ways of perceiving the serial killers become multiple 
40^1 Shakespeare's Macbeth, when Rosse and Angus greet Macbeth as the Thane of Cawdor, he says, 
"The Thane ofCawdor Uves: why do you dress me / hi borrow'd robes?" (I’ iii, 108-9) 
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and many-sided. The monsters, the insane and the sexual perverts - all 
assume different meanings. The numerous possibilities regarding our ways 
of perceiving the serial killers make us less frightened of them; the single, 
unifying "truth" about serial killers will not help the products get at 
anywhere and make profits. We are at tempting to make the serial killer 
more consumable by putting the apparel of the vampire, the skin of the 
werewolf, insanity or sexual deviance on them; we can tolerate and even 
live happily ever after with the serial killer in the dream world of film 






First fol low Nature, and your judgment frame 
By her just standard, which is still the same; 
Unerring Nature, still divinely bright. 
One clear, unchanged, and universal light, 
Life, force, and beauty must to all impart, 
At once the source, and end, and test of art. 
Be Homer's works your study and d e l i g h t , ‘ 
Read them by day, and meditate by night; 
Thence form your judgmen t , thence your maxims bring, 
And trace the Muses upward to their spring. 
(Alexander Pope, "An Essay on Criticism", 
Part I, Lines 68-73, 124-7) , 
According to Alexander Pope, in order to write well, one has to imitate 
Nature; and as ancient writers like Homer imitate Nature, one has to 
imitate them in his/her writings. What Pope thinks a writer should do in 
fact, is what may be called intertextuality today. Even writers like Homer 
or Chaucer borrow imagery from "Nature". Some critics may even opine 
that there is in fact no "text" that is without its "pretext", basically 
because every writer is a reader him or herself before s/he creates 
something; and as a reader, s/he may create something f rom interpret ing 
others' texts, while at the same time being inf luenced by them. It seems 
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difficult to escape from the "claws" of intertextuality. 
Julia Kristeva coined the word "intertextualite" in 1967, when 
presenting Bakhtin's theory of dialogism: 
Every text is constructed as a mosaic of quotations, every 
text is an absorption and a transformation of another text. 
Thus the term ' intersubjectivity' is replaced by the term 
'intertextuality, ' and the language of poetry has to be read, at 
the least, as double, (qtd. in Broich 250) 
"Intertextuality", to Kristeva, is a "mosaic of quotations"; Roland Barthes 
describes it as an "echo chamber" ("chambre d'echos") (Broich 250); 
Harold Bloom suggests that "poems are not things but only words that 
refer to other words, and those words refer to still other words, and so on, 
into the densely overpopulated world of literary language" (qtd. in Broich 
250-1). This interrelation among texts is central in Bakhtin's notion of 
dialogism: meanings in a text do not exist on their own, but are generated 
in relation to other texts. Texts do not belong to a closed system; they are 
not hermetic or self-suff icient in nature. 
$! 
The concept of intertextuality receives many different and 
contradictory interpretations. There are "the progressives" and "the 
traditionalists" (Plett 3). Talking about intertextuali ty in the contemporary 
context may to some just like pouring old wine from new bottle; we are 
just doing what ancient writers did. But there are also critics who claim 
that the postmodern kind of intertextuali ty is different from the tradi t ional 
one in its functions in representation. The function of conventional 
intertextuality is mainly "constructive"; it is "meant to legit imize a 
literary work" (Broich 253). However, postmodern intertextuali ty 
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"generally has a deconstructive funct ion" (253). Postmodern writers do 
not want to stabilize the meaning of their texts and tend to question 
traditional genre conventions. Alexander Pope's kind of intertextuali ty 
maintains a single, autonomous original text - ultimately, what we should 
imitate is Nature; whereas postmodern intertextuality serves to challenge 
the notion that there is a single, centralized meaning, and advocate 
heteroglossia，dialogism and polyphony, heralding different voices within 
a text. 
Intertextuality and the Postmodern 
Some may equate intertextuali ty with postmodernism and may look 
at the concept of intertextuali ty in relation to a postmodernist 
understanding of l i terature. Intertextuali ty is nevertheless central in 
postmodernist writings. Umberto Eco, when talking about his novel The 
Name of the Rose and postmodernism, states that "[b]etween 1965 and 
today, two ideas have been defini t ively clar i f ied: that plot could be found 
also in the form of quotation of other plots, and that the quotation could 
be less escapist than the plot quoted" (73). Eco's novel has been regarded 
by Linda Hutcheon as belonging to the genre of "historiographic 
metafict ion" {Poetics 113)，which exempl i f ies the postmodern doubleness, 
"in its inscribing of both historical and literary intertexts" (128). The 
Name ofthe Rose takes up the form of historical novel and engraves i tself 
in the tradit ional plot of the detective novel. Eco compares the 
postmodern att i tude with that of a man who loves a very cul t ivated 
woman: 
[He] knows he cannot say to her, 'I love you madly,’ because 
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he knows that she knows (and that she knows that he knows) 
that these words have already been written by Barbara 
Cartland" (73-4). 
We live in an age of "lost innocence", where everything has been said 
already. But we are not innocent and are conscious of the presence of the 
already said, the past, which cannot be denied and eliminated. A 
postmodern text, therefore, is inevitably intertextual and is self-conscious 
and self-referential. 
Postmodernist intertextuality, to some, is "the intertextuality 
conceived and realized within the framework of a poststructuralist theory 
of intertextuality" (Pfister 214), i.e. the intertextuality that is 
"foregrounded, displayed, thematized and theorized as a central 
constructional principle" (214); and "the ideal-type postmodernist text is a 
'meta-text' , that is, a text about texts or textuality, an auto-reflective and 
auto-referential text, which thematizes its own textual status and the 
devices on which it is based" (215). In short, a postmodernist intertext 
should be self-consciously introspective. 
“ 
On the surface, it may seem a little irrelevant in talking about the 
intertextuality in serial killer products as introverted or self-referential , as 
the most important thing for popular cultural commodities is not whether 
the texts (or products) question themselves as representation of a f igure, 
but whether they sell and bring profits to the producers and whether they 
are popular to the consumers. However, the serial killer genre does 
profess and embody some of the essences of postmodernism; and these 
essences are highly related to part of what constitutes the popularity of 
the serial killer products. Postmodern intertextuali ty is of ten used as a 
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representational strategy in popular culture to enhance the consumabili ty 
of commodities. I will discuss the issue later in this chapter. 
The idea that a text is a mirror reflect ing reality can no longer be 
valid. "In post-modern fiction we are meant to be aware of the characters 
as literary constructs, and this awareness limits the extent to which we 
can respond to them as representations of real persons who act and suffer 
and whose suffering evokes a response in us" (Richter 107). One of the 
elements that constitutes this kind of awareness is the use of 
intertextuality. According to the concept of intertextuality, what a text has 
are echoes of other texts and perhaps also itself. In this way, the intertext 
carries numerous possibilities regarding the meaning of what is being 
represented, including the readers' different interpretations of the subject. 
The representation of the real is no longer the real itself, but writers and 
readers' perception of it. Representat ion and reality are no longer 
equivalent. 
Not only is intertextuality related to the binary opposition of reality 
and fiction, it is also very much connected to "history". When talking 
“ 
about the historiographic metafict ion, Linda Hutcheon says that the 
intertextual parody of historiographic metaf ic t ion "offers a sense of the 
presence of the past, but this is a past that can only be known from its 
texts, its traces - be they literary or historical" ("Historiographic 
Metafict ion" 4). What we know about history or reality in a text is in fact 
the construction of the human mind. But to parody is not to e f face history 
or reality completely, but "both to enshrine" and "to question it" (6). 
When we talk about history or reality in a text, we are actually instal l ing 
and at the same time subverting it, using and abusing it; and this double 
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nature o f t h e intertextual parody is "one of the major means by which this 
paradoxical (and defining) nature of postmodernism is textually inscribed" 
(5). Like the historiographic metafict ion, the intertext (as parallel to the 
narrativized history) "reshapes any material (in this case, the past) in the 
light of present issues" (Hutcheon, Poetics 137). In short, representation 
of history or reality is not representation, but rather, narrativization. 
Representation of the serial killer cannot be regarded as the real. What we 
have are only narrativizations of the figure of the serial killer, creating 
different meanings regarding the figure. But these narrativizations makes 
the serial killer less threatening, hence in turn ' increases the acceptance 
from the consumers. 
Fragmentation is also said to be one of the attributes of 
postmodernist art and literature. Small parts from different "texts" are 
assembled together and become an eclectic whole (the intertext), so that 
all the texts now have different meanings f rom their original. One of the 
examples of this eclecticism is the juxtaposi t ion of classics and pop 
elements, appears especially in the mass media. Works of the so-called 
f/ 
high culture of ten serve as the pretexts of popular cultural commodit ies 
(which are considered as trash) produced by the entertainment industry. 
The combination makes way for the "levelling down of all t radit ional 
distinctions between high and low" (Pfister 219). It is precisely because of 
the blending of the high and low that gives rise to the effect of mit igat ion, 
as the original meaning is canceled and replaced by numerous other 
meanings. Intertextual f ragmentat ion, apart f rom breaking the dist inction 
between reality and fict ionali ty, also contests the boundary between the 
traditional notions o f h i g h and low culture. 
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Intertextuality in postmodernist art and literature also causes us to 
question the authority and creativity of a text. If a text is composed of a 
number of other texts, then the originality and creativity of the author may 
be challenged. S/he may just be considered to have reassembled and 
recycled materials used in the past and what s/he creates may just be a 
collage of works. The author, as Roland Barthes may proclaim, is dead 
within the intertextual circle of postmodernist art and literature; and it 
further maintains that representation is not reality itself. 
Multiple Voicings of Intertexts 
I do not intend to venture so far as to equalize intertextuality 
appearing in the serial killer genre to postmodernist intertextuality, but 
this intertextuality does share some features of postmodernist art and 
literature mentioned above. All the features in the intertextuality present 
in postmodernist texts can be concluded as creating the multiple voicings 
in the texts - there cannot be a f ixed meaning of something in 
representation in the postmodern world, but numerous possibil i t ies of it. 
After all, it is what Julia Kristeva thought of in her early reworking of 
Bakhtin's "dialogism": "to revolutionize our notions of art, l i terature, text 
and subjectivity" (Pfister 211). Her main concern is 
the "dialogue of voices" within one text - a dialogue that 
undermines the authority of any single voice - and with the 
"polyphony" of each utterance, which results f rom the fact 
that [as Bachtin states] "each concrete word (the ut terance) 
always f inds the objects, to which it refers, already overlaid 
by previous utterances, disputes and evaluations", 
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"overshadowed by some hazy mist of words or, on the 
contrary, i l luminated by other words said about it previously" 
(qtd. in Pfister 211). 
So, Kristeva's notion of intertextuality is dynamic and revolutionary; it 
challenges a single, centralized and logocentric notion of representation 
and it advocates polyphony and the multiple voicings in a text. 
Intertextuality in fact , one may say, is omnipresent in the "world of 
literary language". It exists in every text and in various forms - parody, 
travesty, pastiche, allusion, quotation, collage, translation, plagiarism. 
Not only among the literary circle does intertextuality exist, one can also 
encounter intertextuality in other aspects, such as social phenomena and 
cultural industries as well. As John Frow observes, Bakhtin's idea of 
"text" is not restricted to the literary canon, but the "world as text"; so, we 
have "the social text as content of the literary text" (127). In other words, 
a text has a metonymic relation to social norms and that everything -
literature, history, art, music or popular cultural products - can be the 
"text" from which the intertext sources. 
•• 
Intertextuality in Popular Culture 
Intertextuality often serves as the device employed in popular 
culture. Feng Ying-qian ( ¾ 原、 % ) , a lecturer in the Hong Kong City 
University, discusses in an article intertextuality among local popular 
cultural products. The issue of intertextuality can be inspected 
thematically and formally. According to Feng, there are three types of 
intertexts in the local popular cultural market: 1) same message/theme, 
same form; f i lms or TV programs that attract much attention and lead to 
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popularity will appear again in sequel. Some of the examples are the TV 
series Detective Investigation Files ( ^ j ] J ^ ^ 5 雾穆寺、 ) ( I - I V ) (TVB) 
and the movie sequel Young and Dangerous ( ^ ^ >[^- ) (I-IV)^i; 2) 
different messages/themes，same form, devices that invite audience's 
participation are often used for various "themes" in advertisements and 
TV programs, for example, audiences may vote through the telephone and 
decide the "fate" of some of the characters in A Kindred Spirit、％ 崎 ) 
and whether a designer should enter a competition and be a rival to his 
girlfriend in the "One-Two-Free" mobile phone services commercials; 3) 
same message/theme, different forms, characters in films and TV 
programs often "reappear" in advertisements and things appear in or 
related to the programs are frequently reproduced for sale; for instance, 
the theme song of the Japanese TV series Long Vacation, which is loved 
by the younger generation, is often "quoted" in other local TV stories; and 
the crystal apple appears in another Japanese TV story Love Generation 
was reproduced for sale and was sold out i m m e d i a t e l y ^ 2 
The raison d'etre for the high frequency of appearance of 
intertextuality among local popular cultural products, Feng claims, is to 
obtain higher ratings for the productions (3). The "fame" of the much 
loved figures, movies or TV programs is borrowed and is continued in 
other products. In other words, intertextuality is employed in the 
4!The examples I quote here are from Feng's article, which are in the local context. Other examples 
maybe the movie sequel Scream, Scream II and Scream / / / ; I Know What You DidLast Summer and I 
Still Know What You Did Last Summer are also cases in point (Figs. 10 and 11). 
420ther examples may be the image of Count Dracula, which is used recurrently in different forms and , 
in various places. He appears as the Count in Sesame Street, whose "craving for blood has been 
replaced by a craving for counting numbers"; as Count Duckula and Quackula the Vampire Duck in 
children's TV programs; as Count Chocula (ofa "vitamin enriched vampire cereal"); as a tourist 
attraction on Australia Gold Coast called "Dracula's Cabaret Restaurant" (Grixti 91). 
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production of popular cultural commodit ies in order to increase their 
"consumability" and popularity. 
Intertextuality is also prevalent among serial killer products. 
Intertextuality constitutes to what I have previously called the effect of 
mitigation within the serial killer genre. The figure becomes less f ierce 
and even portrayed as a bit of a hero (or anti-hero), especially in films and 
novels - the cradles of f ictional serial killers. It is precisely the numerous 
possibilities of the postmodern reading of the serial killer in films and 
bestsellers that achieve the effect of mitigation, and which in turn 
increase the consumability of the abundant supplies of serial killer 
products. What is supposed to be threatening at the outset is now 
embraced and welcomed by the consumers. In this chapter, I would 
examine ways of how intertextuality works to argue that intertextuality in 
the serial killer genre does indeed help in reducing the intimidation 
assembled around the real-life, as well as the fictional serial killers, and 
at the same time increasing their popularity. 
•• 
Intertextuality in Serial Killer Products 
When we look at intertextuality appearing in serial killer 
commodities, we will notice that there are several ways by which 
intertextuality works: real-l ife serial killers are often copied into movies 
and novels; the fictional serial killers are also frequently "quoted" in 
other occasions - they may be used in other movies and novels as well; 
forms of knowledge such as psychological profi l ing and forensic science 
are mentioned everywhere in works on serial killers, thereby creating an 
interesting and "substantial" dialogue; not only are the serial killers being 
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quoted, the real-life as well as f ict ional detectives also serve as role 
models for the detectives in films and fiction. 
The Real McCoy 
Real-life serial killers often serve as role models of serial killers in 
popular films and novels. For example. Natural Born Killers (1994) is 
based on the story of Charles Starkweather and Caril Ann Fugate^^; the 
handsome and intelligent Patrick Bateman, a yuppie who works on Wall 
Street in Bret Easton Ellis's controversial novel American Psycho, admires 
serial killers like Ed Gein and Ted Bundy: 
"Do you know what Ed Gein said about women?" 
”Ed Gein?” one o f t h e m asks. "Mai t red ' at Canal Bar?" 
"No," I say. "Serial killer, Wisconsin in the f i f t ies . He 
was an interesting guy." 
"You've always been interested in stuff like that, 
Bateman," Reeves says, and then to Hamlin, "Bateman reads 
these biographies all the time: Ted Bundy and Son of Sam 
“ 
and Fatal Vision and Charl ie Manson. All of them." 
"So what did Ed say?" Hamlin asks, interested. 
"He said," I begin, "'When I see a pretty girl walking 
down the street I think two things. One part of me wants to 
take her out and talk to her and be real nice and sweet and 
treat her right.'" I stop, f inish my J&B in one swallow. 
"What does the other part of him think?" Hamlin asks 
tentatively. 
43See Sargeant, Jack. Bom Bad. London: Creation, 1996. 
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"What her head would look like on a stick," I say. 
(Ellis 92) 
Patrick Bateman is a materialist who is interested in serial killers (and at 
the same time being one himself) . And like Gein, Bateman is also a 
cannibal (see Ellis 343-6). The notorious serial murderer Ed Gein^^ is 
of ten quoted in different texts. Gein has "set an example" to Buffalo Bill 
and Hannibal Lecter in The Silence of the Lambs, Leatherface in The 
Texas Chainsaw Massacre, Norman Bates in Psycho and the killers in 
Deranged, as well as in Three on a Meathook. 
The most commonly quoted characteristic is Ed Gein's necrophilic 
tendency - his love of the corpse, desire for the dead (female) human body 
- a n d he was also suspected of having committed cannibalism. During an 
interrogation by the District Attorney Earl Kileen, Gein revealed that he 
was a necrophile (Woods 39-40)，and when asked what he did to one of 
the victims' body, he replied: 
Gein: "I strung her up in the summer kitchen - the shed my 
father built for slaughtering pigs. I cut her up. I 
i/ 
saved some of the parts and burned those I didn't 
want." 
Kileen: "Do you have any recollection of taking any female 
body parts - the vagina, specifically - and holding it 
over your penis to cover the penis?" 
Gein: "I believe that's true." 
44lt is actually doubtful whether Ed Gein could be regarded as a serial kiUer, as "there is only legal ‘ 
verification that he ever killed two women". But there is "evidence that he may have been responsible 
for the disappearance of two teenage girls, it may be that he fits the definition" (Woods 153). It is still 
not certain whether Gein is a serial killer even ifhe is commonly known as one. 
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Kileen; "Would you ever put on a pair of women's panties 
over your body, and then put some of these vaginas 
over your penis?" 
Gein: "That could be." 
Kileen: "Have you ever used the facial skins you took as 
masks, placing them over your face?" 
Gein: "That I did." 
Kileen: "And would you wear those faces over a prolonged 
time?" 
Gein: "Not too long. I used to have other things to do." 
(Woods 62-3) 
After fai l ing to raise his dead mother f rom the grave by "will power", 
Gein began to have an interest in texts on female anatomy and started to 
collect female body parts f rom corpses dug out f rom the graveyard. Later, 
he killed women and kept the human remains in his house; he even used 
them to decorate himself (a skin suit for himself) and his house. His love 
of the female body is what Gein was famous for. 
•• 
One of Gein's f ic t ional counterparts，Hannibal Lecter, is also known 
as Hannibal the Cannibal. He is described as having consumed human 
body parts: he swallowed a nurse's tongue (Harris, Silence 11) and ate a 
census taker's liver "with some fava beans and a big Amarone" (22-3). 
Thomas Harris fur ther makes fun of Lecter 's cannibalism, describing that 
Lecter has served the president and the conductor of the Bal t imore 
Philharmonic the missing thymus and pancreas of a victim (who has also 
been one of the members of the Balt imore Phi lharmonic) on the evening 
fol lowing his disappearance. There is a quotat ion f rom the Milwaukee 
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Journal on the back cover of Paul Anthony Woods's book Ed Gein -
Psycho!-. "On the kitchen table was a cup. The cup held four noses. 
Human. With horror, the sheriff opened Gein's icebox and found various 
human organs - livers, hearts，lungs - wrapped in butcher's paper. He was, 
by defini t ion, a ghoul." One may immediately recognize that the eat ing of 
human body parts is closely connected to Ed Gein. 
In The Silence of the Lambs, Ed Gein is also a part model of 
Buffa lo Bill45 (or Jame Gumb). The veteran FBI agent Robert Ressler 
recalled that the author of Red Dragon and The Silence of the Lambs, * 
Thomas Harris, visited the Behavioral Science Unit (BSU) several t imes. 
When Harris was working on The Silence of the Lambs, he visited the BSU 
a second time, during which Ressler showed him some specif ic cases, 
including that of Ed Gein, "who became part model for the vil lain" 
(Ressler and Shachtman 381) in the novel. Buf fa lo Bill , who flays and 
uses women's skin to make an outf i t , is the f ic t ional parallel of Ed Gein, 
as Gein also places female sexual organs over his penis (Woods 62); they 
both are "skin transvest i te" (Woods 154). Gein puts on women's skins and 
body parts, pretending to be his mother; Buf fa lo Bill also desires to 
become a woman and be as beaut i fu l as his mother by possessing a 
"woman's body". 
Ed Gein used to visit the cemeter ies at night and collected female 
body parts when the moon was ful l . Gein was aware of his s trange 
behaviors as he recol lected that "an aunt of [his] worked in a lunat ic 
asylum, told [him] once how patients went wild at [that] t ime of month" 
45Buffalo Bill is said ofbeing a combination of three real-life serial killers - Ed Gein, Ted Bundy and 
Michael Heidnik (Goodman 68). 
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(Woods 40). Serial killer Francis Dolarhyde in Red Dragon also "feels a 
special relationship with the moon" (Harris, Red Dragon 67). He kills at 
ful l moon and as Lecter points out, he might like to see blood in the 
moonlight outside the house where the murders take place (67). His name 
also reminds us of Mr. Hyde in Dr. Jekyll and Mr. Hyde, the 
Americanized werewolf (who changes form at full moon). 
Francis Dolarhyde in Harris 's Red Dragon is also inspired by other 
real- l i fe serial killers. In him, "Harris combines attributes of several 
d i f ferent sorts of killers, personali ty dynamics that would be highly ‘ 
unlikely to coexist in one person in the real world" (Ressler and 
Shachtman 381). His murders have the character is t ics of those of both the 
"Organized Nonsocial" and "Disorganized Asocial" killers (DiCanio 244-
8)46，for examples. Some of the character is t ics like "social inadequacy", 
"lives alone", "nocturnal in habits", "has secret hiding places", "family 
discipl ine was harsh or inconsistent" and some of the usual behaviors 
af ter the crime such as "development of an interest in religion" and 
"personality change" of the Disorganized Asocial murderer are present in 
Dolarhyde. Dolarhyde lives alone and is not able to socialize with others; 
he kills on a monthly cycle; and when he was young, he was t rea ted 
harshly by his grandmother. At the same t ime, Dolarhyde also behaves 
like an Organized Nonsocial murderer ; for example, an Organized 
Nonsocial murderer usually moves the body af ter a murder (DiCanio 246). 
4 6 D o l a r h y d e does not have all the attributes ofboth the Disorganized Asocial murderer and Organized 
Nonsocial murderer described by DiCanio. But as Ressler informs us, the character consists of a 
mixture ofcharacteristics of different types ofkiUers, which can be quite impossible. There are of , 
course other categories distinguishing the serial kiUers; the distinction between Disorganized Asocial 
and Organized Nonsocial murderers is only one of the ways to classify different types of murderers; 
the purpose ofusing this particular type of distinction is to iUustrate that Dolarhyde does have cross-
category characteristics. 
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When Will Graham in Red Dragon visits one of the crime scenes, he 
recalls that some of the bodies "had been in a row, seated along the wall 
facing the bed. An audience. A dead audience. And Leeds. Tied around the 
chest to the headboard. Composed to look as though he were sitting up in 
bed." (Harris, Red Dragon 18) Dolarhyde makes the eyes of the dead open 
and lets them "watch" the "performance starring the madman and the body 
o f M r s . Leeds" (18). 
Ed Gein also serves as the "pretext" of other characters in f i lms 
such as Psycho (1960)，Three on a Meathook (1973)，The Texas Chainsaw ‘ 
Massacre (1974) and Deranged (1974). Anthony Perkins's Norman Bates 
in Psycho has the shadow of Gein, as he is emotionally attached to his 
mother, so much so that he keeps his mother's body in the cellar and 
dresses up as his mother; Bates and Gein are mama's boys. Even though 
Robert Bloch, the author of the original novel on which the film based 
denied that Ed Gein has been the role model of Norman Bates, there are 
many things in common in Gein and Bates's actions. Even Alfred 
Hitchcock, the director of Psycho, admits that the film "was b^sed on the 
true story of a man who kept his mother's body in his house, somewhere in 
Wisconsin" (qtd. in Woods 111); small-town Wisconsin happened to be 
where Robert Bloch lived in the late 1950s and where the slaughter house 
of Ed Gein situated. It is very likely that Bloch had heard about what Gein 
did in the '50s when he lived in such a proximity to where Gein had lived. 
The Oedipal situation and the mama's boy also appear in Three on a 
Meathook, in which Billy is emotionally dependent on his dead mother. 
He goes to his mother's grave after some girls have been massacred in his 
farm house, believing that he himself is the murderer. In fact , it is his 
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father (Pa), who is the actual killer. Pa has a specialty for dinner - veal, 
which is supposed to be human meat. Pa kills because he is "a meat 
procurer for Mom" (Woods 123) and it is these cannibalistic and Oedipal 
elements in the film that remind us of Ed Gein. 
The Gein-inspired film The Texas Chainsaw Massacre has even 
been regarded as a cult classic. It is the film's attentive to bizarre details 
that makes the atmosphere stunning to the viewers. The effect is so 
overwhelming that they feel as if they were the characters being chased, 
physically and psychologically tortured by the maniacs in the film. "No 
one actually sees any mutilation, any discernible eating of human flesh, 
< 
any rending apart of young women in Texas Chainsaw. But plenty of 
people have thought that they did" (Woods 128). The character most 
resembles Ed Gein should be Leatherface, played by Gunnar Hansen. 
Leatherface, "pathetically dependent on his siblings", is "monstrously 
strong, childlike, and sadistic, in equal quantities" (130). One particular 
Geinian moment is during the dinner scene, Leatherface enters the room 
wearing a woman's face (his mask) and putting on bright red lipstick. The 
fi lm has become a "dark cinematic icon" (133) and Leatherface is now a 
trademark for children's toys in the United States (masks,"model kits, 
etc.); he has his own comic books and like Gein, he is even celebrated as 
a popular figure. 
Deranged in 1974 is also Geinian, as the main character, Ezra 
Cobb, also digs up mama's body from the grave, when he hears her call ing 
from the cemetery. When he realizes that mama's body is not in good 
shape (i.e. rotten), he tries to fix it up by covering it with skin, wax, or 
anything that looks like human flesh; there are also elements of taxidermy 
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and cannibalism in the film. Another scene that makes us think of Ed Gein 
is when Ez stalks a girl, who is the gir lfr iend of his friend's son, like a 
deer. When Ed Gein killed Bernice Worden, he treated her like a deer. 
The poster of Deranged shows a pair of a girl's legs tied up, which is 
reminiscent of Gein's way of handling Bernice Worden's eviscerated body. 
Apart from novels and films, Ed Gein also serves as the inspiration 
of comics and music. One of the comics is "Momma's Bwah!" for a 
magazine called Weird Trips by Rick Veitch; another one is by William 
Stout for a magazine called 50's Funnies (Woods 150). As for music, a ‘ 
band called Macabre released the song "Ed Gein" on their Grim Reality 
album (Woods 162); Tad, another rock band, recorded the song "Nipple 
Belt" for their 1989 album, God's Balls (162); A black metal band called 
Slayer also recorded a song called "Dead Skin Mask" on their 1990 album, 
Seasons in the Abyss (162); the Meteors recorded a song called "A Very 
Handy Man (Indeed)" on their 1991 album, Madman Roll, with Ed Gein 
himself appearing on the cover (162). These comic-book artists and young 
musicians exalt Ed Gein and regard him as the ult imate transgression or 
“ 
rebel of their generation. 
Ed Gein is popular beyond our imagination, just as Lux Interior 
writes, "Ed was a great man, but not a good man. Eddie the digger - he's 
much bigger than you" (146). Damon Fox, the founder of The Ed Gein Fan 
Club, said once, "The pull chains on the lamps made out of lips? The belt 
buckle made of human nipples? Wearing the skin of an entire woman and 
dancing in the moonlight? This is great stuff . It really is." (qtd. in Woods 
147) Ed's story is popular myth that changes him from a criminal into a 
cult hero. What makes Gein so fascinating may be that things he has done 
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do not seem to be true - the skin suit, the tom-tom made from a co f f ee 
can; with human skin stretched over the top and bottom; the masks made 
of faces of women; a soup bowl made of a human head; a human heart in a 
pan on the stove and so on. But the important thing about Ed Gein is that 
he is a good "thing" to sell. The first t ime people realized that "there was 
easy cash to be made f rom Ed's s ickness" is when a guy cal led Bunny 
Gibbons, who made money by t rading Ed Gein's 1949 Ford sedan (his 
crime car) (Woods 155-7). From then on，numerous productions related to 
the Geinian cr imes appeared. 
Henry Lee Lucas is also a s ignif icant f igure in the inter textual i ty 
used in the serial kil ler genre. Henry: Portrait of a Serial Killer (1986) is 
about the story of Henry Lee Lucas. Al though it claims at the beginning 
that the f i lm is not intended to represent a true story, one will 
nevertheless associate the story with Henry Lee Lucas's murders . The 
importance of the f i lm lies not merely in its portrayal of v iolence and sex, 
but also its subject matter - the serial kil ler . Because of this f i lm, the 
subject of serial kil ler has "become big news and was receiving ser ious 
“ 
t reatment" (Woods 152-3). 
Serial ki l lers appear in jokes as well . Their stories have evoked a 
number of jokes . The act ions or personal i t ies of the kil lers are made fun 
of, thus mit igat ing the threa tening "power" of the serial kil ler. The j okes 
are popular even among chi ldren. One of the examples is as fo l lows: 
There was an old man named Ed, 
who wouldn' t take a woman to bed. 
When he wanted to diddle , 
he cut out the middle , 
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and hung the rest in the shed. (Woods 93) 
The above sick joke featuring Ed Gein went around among the young 
people and children of Wisconsin in the late fift ies or early sixties. Most 
of the Geinian jokes focus on the cannibalistic aspect of Gein's crime. 
Typical examples include the saying that Gein "could not operate his 
farm, as all he had left was a skeleton crew" (qtd. in Jenkins 115); another 
one goes like this: "Ed Gein is traveling on a bus. He walks up behind a 
woman an’ gooses her butt. She says, 'Hey, cut that out!’ He says, 'Why 
gee, thanks!"' (Woods 94). The cannibalistic and necrophilic tendency is 
also a famous attribute of Jeffrey Dahmer (Jenkins 115-6); there are also 
many jokes making fun of his deeds. 
When talking about jokes and legends, the notorious and mysterious 
serial killer Jack the Ripper inevitably comes to mind. He is often the 
subject of portrayal in fiction and films. Emile Zola's La Bete Humaine 
{The Human Beast) is believed to be based on the story of Jack the 
Ripper. Movies such as Pandora's Box (1944), The Lodger (194447)，R o o m 
to Let (1950)，The Man in the Attic (1954)，the BBC's Jack the Ripper 
n 
(1973), A Study in Terror (1965)，Hands of the Ripper (1971), Murder by 
Decree (1979), Time After Time (1979), and the ABC's Jack the Ripper 
(1988) (Schechter 134-5) are made after Jack the Ripper. Jack also 
appears in TV shows. For example, in the 1960s and 70s , he appeared in 
the "Knife in the Darkness" episode of Cimarron City’ and "Wolf in the 
Fold" episode of Star Trek^. Jack has assumed a kind of legendary power, 
47Both the 1932 and the 1944 versions of The Lodger are remakes ofHitchcock's 1926 silent classic but 
the 1944 version directed by John Brahm is the one of which the "lodger" is really Jack the Ripper. See 
Weldon, p.428. 
48see the website "Casebook: Ripper Films" on the Internet. 
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mainly because he has never been caught. He is to us something unreal 
and almost unbelievable. His ubiquitous nature and his unknown identity 
make him a mythic figure who is strangely attractive to us. 
Jokes, in fact, have the same status as legends and myths in the case 
of the serial killer and they also share similar functions. Besides making 
them some kind of mythic figures, jokes reduce fear of the actual 
affliction caused by the serial killers, as Jenkins remarks: 
Such a humorous response is a measure of the disquiet 
caused by such a case, and it reflects the deeply felt need to 
release fears and tensions inspired by the collective horror, 
feelings that would otherwise have been repressed with 
pernicious consequences. (116) ‘ 
Besides reducing fear, jokes and legends also serve as the binding force 
among "us" - the normal people - and keep "us" together. In rumors or 
legends, Jenkins claims, "the cannibal threat [or threat in general posed by 
the serial killers] is often presented as a collective danger" (116). "We" 
are the potential victims whereas "they" are the ones who will eat our 
flesh and drink our blood. 
When a real-life serial killer is being portrayed as a character in a 
film or a novel, or even a joke, there are often something new added into 
that character in order to make it more dramatic and strangely (or 
enigmatically) attractive. The "fame" of the real-life serial killer is 
borrowed, but at the same time, the popular fictional serial killer will 
increase his or her reputation. If not because of the portrayal of the figure 
in say, Psycho and The Silence of the Lambs, Ed Gein would have been 
less well-known by now. Besides, serial killer Ed Gein, for example, has 
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been moderated when he is depicted as di f ferent characters in various 
genres. The real is not the real anymore in representation. The original 
horror of Gein's murders will be abated, as people may mix up the real-
l ife and the fict ional murders in f i lms and novels. 
Fictional Serial Killers as Pretexts 
Fictional serial kil lers are also of ten the pretexts in f i lms and 
f ict ion featuring the serial killer. In cultural commodit ies, especial ly 
f i lms portraying the serial killer, e lements that are popular (e.g. 
characters, themes) are of ten repeatedly used in other f i lms. When a 
certain element is widely accepted by movie-viewers or readers, it is not 
d i f f icul t to find the same element in other f i lms or novels. The element 
will either appear again in sequels of the same f i lms (as Feng suggests), or 
it will be altered a bit and emerge in other f i lms. 
Films like Psycho (1960), The Texas Chainsaw Massacre (1974), 
Henry: Portrait of a Serial Killer (1990) and The Silence of the Lambs 
(1991)，did not fade out af ter one show; they all were made,,into series. 
Psycho (Fig. 12) was regarded as a watershed and a "yardstick for the 
psychotronic sixties" (Woods 114). Tom Holland, the screenplay writer of 
Psycho II (1983), together with the Austral ian director Richard Franklin, 
set Norman Bates f ree f rom the asylum af ter twenty-two years of therapy. 
In 1986，Anthony Perkins directed Psycho / / / ; in this f i lm, many of the 
scenes f rom the first f i lm were alluded to. The last of the Psycho series 
was Psycho IV: The Beginning (1990), which was intended for Cable TV 
and is made into video sold in Europe (Woods 119). The first Psycho f i lm 
‘ was remade in 1998 and was directed by Gus Van Sant. The 1998 Psycho 
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was a fai thful remake of the 1960 version. While being accused of fail ing 
to improve the original, it is, in particular the shower scene, also praised 
by some as "more intense and vicious than the original''^^ jt is because of 
the fame of the original Psycho that people may want to see the remake of 
it, even after almost 40 years. 
The Texas Chainsaw Massacre also has its "offspring" (Fig. 13). 
After the 1974 version, there was the 1986 version {The Texas Chainsaw 
Massacre II), also directed by Tobe Hooper (but was much less popular 
than the first one). In 1989, the third baby was born - Leatherface: The 
Texas Chainsaw Massacre III. The third of the series was directed by Jeff 
Burr, which also disappointed many who have watched the first one. The 
last of the Texas Chainsaw family members is The Return of the Texas 
Chainsaw Massacre (1994). It was also known as The Texas Chainsaw 
Massacre: The Next Generation (1997). Like the second and the third 
versions, the fourth one was not appreciated. Perhaps because the first 
version made too much impact on the viewers, the fol lowing ones are no 
match for it. 
“ 
Henry: Portrait of a Serial Killer has its sequels, too (Fig. 14). 
Henry: Portrait of a Serial killer, Part 2 (1996) more or less shared the 
same fate with the sequels to Psycho and Texas Chainsaw. Henry 2 was 
not as well-known as its predecessor, which was both graphically and 
psychologically disturbing. It seems that the sequels to those well- l iked 
serial killer movies are inescapably less popular than the prototypes, 
while they were intended to keep up the popularity of the original f i lms. It 
then is interesting to see the result and the ratings of the sequel to The 
49User Comment (Doug McClure) from the Literaet Movie Database. 
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Silence of the Lambs, Hannibal (also directed by Jonathan Demme), which 
is expected to be released in 20005o. From the title, we can anticipate that 
attention will be given mostly to Dr. Hannibal Lecter, who was very much 
popular in the first film. 
Apart from producing sequels, the popularity is also sustained by 
repeating some of the elements in popular serial killer films. One of the 
most noticeable elements in serial killer movies is the notion of seriality. 
Seriality makes the viewers want to know what will happen next. It 
emphasizes "anticipation, suspense", "repetition, pattern, structure" (Dyer, 
"Kill and Kill Again" 16). In serial killer movies, what gives us pleasure 
is the discernment of a pattern of killings. Richard Dyer argues that the 
search for patterns in serial killings reassures us and offers us a sense of 
satisfaction ("Kill and Kill Again"). Serial killer movies like Se7en (1995) 
and Copycat (1995) embody patterns of serial killings, of which the 
viewers can discern with delight. What is important is not the catching of 
the serial killers, but why and how they kills. 
In Se7en, the murders are connected to the medieval seven deadly 
“ 
sins; in Copycat, the killer kills in the ways other famous serial killers 
murdered their victims, according to "the order of appearance" of the 
serial killers in a lecture given by Dr. Helen Hudson (Sigourney Weaver). 
In both films, there are clever patterns that the viewers may recognize in 
the course of investigation. Manhunter (1986) (the fi lm version of Harris 's 
Red Dragon) also embraces a pattern of serial killings. The killer (Tooth 
Fairy or Francis Dolarhyde) kills at full moon; the victims are usually the 
wives and mothers of the families. Even in The Silence of the Lambs 
50por more information, see the Litemet Movie Database. 
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(1991)，there is a discernible pattern. The help of Lecter is very crucial; 
he provides hints for us to figure out how and why Buffalo Bill kills the 
women. 
There are of course exceptions. Kalifornia, according to Dyer, 
"upsets the hope that serial killing has a pattern and serial killers an 
explanation" (16). Early Grayce kills repeatedly but only because of 
convenience, for instance, he kills a man in the washroom of a gas station 
because he needs the money to pay the bill. Kalifornia's kind of serial 
killings are the result of different practical reasons, rather than the Ted 
Bundy's type of cleverly planned killings. The desires to apprehend and to 
explain are not satisfied in this film. But in many popular serial killer 
movies and novels, a pattern of killings appear to titillate viewers' interest 
in them. 
Other than the notion of seriality (patterns of killing), another 
intertextual element that is repeatedly used and may attract viewers' 
attention is the reversal of the tradit ional role of the detectives. The 
importance of the omniscient Sherlock Holmes figure in investigation is 
reduced and the image of the serial kil ler as the last transgression is 
stronger and stronger. This phenomenon is exemplif ied in David Fincher's 
Se7en. John Doe in Se7en says to Detective Mills (Brad Pitt), "Realize, 
Detective, the only reason I'm here is that I wanted to be." {Se7en) In fact , 
Doe could have killed Mills the first t ime Mills and Sommerset (Morgan 
Freeman) visit Doe's apartment, but Doe has not done so. Mills even fal ls 
into the trap set by Doe at the end of the f i lm. Even though he kills Doe, 
his career and in fact , he himself are destroyed. 
The know-all f igure now is the serial killer, rather than the 
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detective. This aspect is especial ly true in The Silence of the Lambs, in 
which Buffa lo Bill is caught, mainly because of the assistance of Dr. 
Lecter. In Oliver Stone's Natural Born Killers (1994), one cannot even say 
the detect ive, Jack Scagnetti , stands for integrity and goodness, as does 
the tradit ional detective. He is as violent and cruel as the killers and the 
reason why he so much desires to capture Mickey and Mallory Knox is 
that he has a secret fantasy with the latter. Anyway, he is killed by Mickey 
and Mallory when they try to escape f rom the jai l . At the end, they run 
away and succeed in leading a new life. It seems that the detect ives are 
powerless before the killers in these f i lms. 
Sometimes, a popular f igure in a f i lm will be alluded to in various 
places. The image of a much loved character . Dr. Hannibal Lecter in 
Jonathan Demme's The Silence of the Lambs, is f requent ly borrowed by 
f i lms, TV programs and in other occasions (Fig. 15). In the 1992 Oscar 
Awards ceremony, the audience burst into laughter and applause when 
comedian Billy Crystal dressed in a s t ra i t - jacket , looked like Dr. Lecter in 
Silence, and was wheeled onto the stage (Grixti 93); in one episode of 
1/ 
Journey to the West ( \%? ^ % i ) ) (TVB Jade) , the Matchmaker , Yue Lao 
( 月 老 ) i s t ied up with the red thread (the tool for match-making) and his 
mouth is covered like Lecter 's wearing a s t ra i t - jacket and a hockey mask 
that keeps him f rom bit ing; in a movie cal led The Spider Girl (^$¢!^^ )’ 
a forensic scientist，after ki l l ing his assis tant , is caught and t ied up, wi th 
his mouth covered in the same way as Lecter 's ; Lecter also appears in II 
Silenzio dei Prosciutti {The Silence of the Hams) (1994)5i as Dr. Animal 
5l// Silenzio dei Prosciutti is also linked to Psycho (1960), The Addams Family (1964), Thriller 
(1983), Police Academy (1984), Robocop (1987), The Naked Gun: From the Files ofPolice Squad! 
(1988), Misery (1990), Basic Instinct (1992), "Dallas" (1978) and Dances with Wolves (1990). 
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Cannibal Pizza, who is famous for eating human body parts with pizzas. 
While Lecter would say, "How I long for fresh air", Animal Pizza says, 
"How I long for a nice hot pizza made with the brain of an intellect!" 
Lecter's image is somehow made fun of in these situations (Fig. 17). In 
this way, "the horrors and threats evoked by this figure" are t ransformed 
into "something reassuringly famil iar and consumable" (Grixti 93). 
Intertextuali ty is at work here to reduce the consumers' fear, so that they 
will be more willing to purchase the figure. 
Novels and f i lms allude to real- l i fe , as well as f ict ional serial 
killers. In fact，whether serial killers used are real or f ict ional do not 
matter; as long as they make the novels or f i lms more interest ing and 
popular, it will be fine. After all, the pretexts provide something for the 
viewers to discover and recognize; and surely, they will talk about 
whether the pretexts are used appropriately or effect ively, which is also 
contributive to the consumabil i ty of the products. 
The Quest for Knowledge 
“ 
Academics who conduct researches on serial killers of ten refer to 
other scholars or professionals ' works in their own. Others' theories , 
accounts of serial kil l ings, results of sc ient i f ic researches are things that 
support the bestsel ler writers ' theories and "findings". In f i lms and f ic t ion 
portraying serial kil lers, scient i f ic methods and theories of invest igat ion 
used in real l i fe are "quoted". Detect ives make use of these methods to 
locate and catch the kil ler. Scient i f ic methods such as "profi l ing" (Fig. 
18) play an important part in serial kil ler f i lms and f ic t ion, especial ly in 
f i lms like The Silence of the Lambs and Manhunter. The role of the 
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profi ler is crucial, serving as the "genius-l ike investigator able, on the 
basis of clues at the scene of the crime, to narrow down the social and 
geographical location of the killer as well as his psychological make-up" 
(Dyer，"Kill and Kill Again" 17). The prof i ler in the narrow sense is not 
necessari ly present in every serial kil ler f i lm or novel, but s/he may 
appear in disguise as the person who is supposed to be carrying knowledge 
o f h o w to locate and apprehend the killer. 
Prof i l ing as a "science" (or an art52) establ ishes a pattern or special 
way of f inding who the ki l ler is; and it categorizes and at tempts to 
comprehend the unfamil iar (the serial ki l ler) , so that it may assist in the 
investigation of other cases and apprehension of other serial killers. The 
basic assumption of prof i l ing is that "both the crime and the crime scene 
ref lect the personali ty of the of fender" (Holmes and De Burger 84). The 
prof i le will be made according to every detail of the cr ime scene and the 
way the victims are kil led and so on. But some say that psychological 
prof i l ing may not be rel iable , as it may be no more than easily obta ined 
informat ion f rom the neighborhood of the cr ime scene, s imple common 
sense, o r j u s t educated guess (85). Holmes and De Burger, even though are 
advocat ing psychological prof i l ing , point out that a prof i le can be 
inaccurate sometimes (85)53 and that "the const ruct ion of a prof i le does 
indeed ref lect to some extent an educated guessing game" (87). 
The veteran FBI agent Robert Ressler ci tes an example of p rof i l ing 
a serial kil ler when prof i l ing was not yet o f f i c ia l ly pract iced in the FBI. 
52Some argue that profiling is at best an art, rather than a science. See Holmes and De Burger 85-6.‘ 
^Holmes and De Burger cite one example of which an error has been made regarding the race ofthe 
serial kiUer. Hickey also cites a case of"mistaken identity" ofthe serial kiUer- the profile has been 
100%wrong(231). 
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When he was invest igat ing a murder case, he constructed a prof i le of the 
serial killer (Richard Chase); the detai ls regarding the probable kil ler 's 
appearance, according to Ressler , " fol lowed logically from [his] guess 
that [the killer] was a paranoid schizophrenic , and from [his] study of 
psychology [ i talics mine]" (Ressler and Shachtman 6). Profi l ing does have 
something to do with educated guesswork. 
Ressler and his col leagues state that investigators "tradit ionally 
have learned prof i l ing through bra ins torming, intuit ion, and educated 
guesswork" and that their expert ise is "the result of years of accumula ted 
wisdom, extensive exper ience in the f ie ld , and famil iar i ty with a large 
number of cases" (Ressler et al. 135-6), whereas a prof i ler has the abil i ty 
"to make hypothet ical formula t ions based on his or her previous 
experience" and a formula t ion is "a concept that organizes, explains，or 
makes invest igat ive sense out of in format ion , and that inf luences the 
prof i le hypotheses" (136). The d i f f e rence be tween the two kinds of 
invest igators should be that the prof i le r is aided by the method of 
prof i l ing, which has developed into a kind of knowledge. 
“ 
But Ressler addresses the problem of g lor i fy ing the accompl i shment 
of prof i l ing too much. Some people "make prof i l ing seem like a magic 
wand that, when avai lable to police, instant ly solves the crime" (Ress ler 
and Shachtman 380). 
Prof i l ing is merely the appl ica t ion of sound behaviora l 
science pr inciples , and years of exper ience , gained in part by 
evaluat ing cr ime scenes and evidence, and also by 
in terviewing incarcera ted cr iminals , with the goal of poin t ing 
the pol ice toward the most l ikely category of suspects . 
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Profiling never catches a killer. Local police do that (380). 
Just as profiling is recommended by many, it also receives criticism. Even 
though profiling has been disapproved of by some^^ and reduced as, at 
best, an art, it nevertheless works systematically; together with the help of 
some scientific methods (e.g. forensic science), profiling operates just 
like a s c i e n c e ^ s . It is not a "magic wand" that changes everything 
overnight, but it explains, identif ies, analyzes and categorizes. 
In serial killer fi lms and novels, scientific methods such as 
psychological profiling works very well. The profiler is not always 
present. S/he may appear as the investigator or the detective. S/he not 
only constructs a psychological profi le of the serial killer as the real-l ife 
profi ler does, but also participates in the investigation and even the 
apprehension of the killer. Clarice Starling in The Silence of the Lambs 
and Will Graham in Manhunter, besides aiding the local police agents, 
have to chase after the killers themselves. Will Graham is seen in the 
victims' house, trying to reconstruct the crime in his mind, and 
psychologically "in" it. He says that Jack Crawford believes that he has "a 
$! 
knack for the monsters" and it is like a superstition with him" {Red 
Dragon 6). Ressler points out the discrepancy between the FBI agents in 
the f i lms and the FBI agents in reality, that the real-life FBI agents "don't 
personally go after such killers;" instead, they just "assess crime scenes, 
make personality profi les, and pass [their] suggestions on to local law-
enforcement agencies, who do the hard f ield work and ultimately make the 
54profiling has received mixed reviews by professionals; some are skeptical of the utility of profiling. 
See Hickey 229-31. Hickey opines that "[p]rofilig can be very useful, but caution must be exercised to 
avoid constructing hasty or poorly grounded profiles that may lead investigators in wrong directions. 
This inevitably places a strain on resources, and, most important, additional Uves may be lost" (230). 
55por details ofhow profiUng works as a science, see Ressler et al. 135-52. 
97 
arrests" (Ressler and Shachtman 381-2). Whether the investigator can 
catch the killer does not matter; the method, which provides a sense of 
authenticity to the films and novels does. 
Scientific ways of apprehending and the image of the profiler is 
distorted and parodied in the film Le Monstre. The profiler appears as the 
criminologist who has made a "profile" of the serial killer on the loose. 
His method of cross-examining whether a suspect is the one they want is 
somehow flimsy and silly, for example, he asks a lady, who thinks that she 
has been escaped from the serial killer, to choose one ball out of three; 
the lady chooses the white one and the criminologist thus determines that 
the lady has been speaking the truth. He also asks the prime suspect 
(Loris) to choose a ball and he chooses the red one. The criminologist 
then concludes that Loris is the killer. 
Portraying the profiler as a Sherlock Holmes figure is 
understandable, as s/he is powerful in the sense that s/he is possessing 
"knowledge" and "intelligence" (scientif ic method)，thereby making him 
or herself more acceptable to the viewers. The profiler is more 
"consumable" when s/he is depicted as the "omniscient" detective. But the 
detective is no match for the traditional detectives like Sherlock Holmes. 
The detectives in Se7en are cases in point. Not only are Mills and 
Sommerset unable to catch the killer (he goes to them himself) , they, 
especially Mills, even fall into the trap of the killer. But even so, the 
cool-headed Sommerset is still the knowledgeable know-all detective and 
is very pleasing^^ in the film. 
56in fact, in many serial killer movies and novels, the detective's role is less important than those in ‘ 
traditional detective movies and novels. The detective is less powerful than his or her conventional 
counterparts. I will deal with this issue in the next chapter. 
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Forensic science also plays an important role in serial killer f i lms 
and novels. They are the scientif ic evidences that lead to the apprehension 
o f t h e serial killers. The TV series Untraceable Evidence ( 後 钱 , 每 ) I 
and II are programs that focus on forensic science, and on how it helps the 
detectives catch the criminals (including serial killers), so much so that 
the forensic scientists become some kind of heroes only second to the 
detectives. The medical examiner's f indings on autopsy, postmortem 
records regarding fingerprints and the DNA test result (the bite marks and 
talcum powder found on the body of one of the victims in Manhunter; lab 
report on the semen in the victim's body shows that there are two kinds of 
sperm, thus reminding Dr. Hudson in Copycat that the killer is imitating 
the Hillside Stranglers), photographs of the bodies and 'c leansed wounds 
of the victims (pictures M. J. Monahan shows Dr. Helen Hudson in 
Copycat; photographs of the dead bodies and the crime scenes in Se7en; 
Clarice Starling examines one of the victims' dead body herself in The 
Silence of the Lambs; Will Graham looks at the photographs of the 
victims' dead bodies, which scare the little girl sitting next to him on the 
plane in Manhunter) and reports of other evidences collected from the 
crime scene (the chrysalis found in the throat of the victims in The Silence 
of the Lambs), etc. are frequently used. Real- l i fe investigative methods 
such as forensic science and psychological profi l ing often serve as the 
pretexts in f i lms and novels. They are the doorway leading to the "truth", 
making the f i lms and novels more interesting and true to life. 
The Detectives 
Not only do real-l ife serial killers serve as the pretexts of serial killers in 
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movies and novels, real- l i fe detect ives or FBI agents are also role models 
of certain characters in f i lms or f ic t ion. John Douglas, the head of the 
Behavioral Science Investigative Support Unit (BSIS) under the 
Behavioral Science Unit ( B S U )，w h i c h is administered by the Nat ional 
Center for the Analysis of Violent Crime (NCVAC) located at the FBI 
Academy at Quantico, VA, is bel ieved to be the role model of Jack 
Crawford in The Silence of the Lambs, and Will Graham in Manhunter^^. 
Scott Glenn, who plays Jack Crawford in The Silence of the Lambs, went 
to Quantico "for instructions" (Goodman 70). Douglas even took ini t ia t ive 
to have Glenn know him more by showing him crime scene photographs 
and lett ing him listen to tapes of serial ki l lers , in order to portray him 
accurately (70). ‘ 
Jodie Foster 's Clarice Starl ing is also said to have originated f rom a 
special agent in Quantico cal led Mary Ann Krause (Goodman 64). Jodie 
Foster once arrived in Quant ico for a crash course in agentry and met 
Krause, "who, like Clarice, is a shy, sof t - spoken Southerner" (64). Krause 
remembered that the first impression Foster gave was that she was "very 
sharp and eager to learn" about both the FBI and herself , and that she 
really wanted to "get a picture of a female agent" (64-5). Things Foster 
wanted to know were "how tough the t ra ining was for women and if 
[Krause] fel t like one of the guys" (65). The result is that a bunch of 
aspirants go to the FBI and want to be t ra inees like Starl ing; Ress ler 
57There are reasons why Douglas is believed to be the role model of the two characters, one of which 
is that Thomas Harris, the author of Red Dragon and The Silence of the Lambs, visited the Behavioral 
Science Unit more than once and had been introduced to people in the BSU, who is described by 
Ressler as resembling a "sponge", "saying little but absorbing everything" (Ressler and Shachtman 
380). Douglas had also been the consultant of the film version of The Silence of the Lambs (Goodman 
66). Ifit is not Douglas, then the combination of several other people in the BSU will be the role 
models for characters like Jack Crawford and WiU Graham. 
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remarks, "New applicants to the BSU are taking Jodie Foster's character as 
a role model; they, too, want to be supersleuths." (Ressler & Shachtman 
384). The detectives in serial killer fi lms and novels may or may not be 
very powerful - some of them are even powerless in facing the serial 
killers - but the sense of authenticity, or more precisely, the mixture of 
the "qualities" of reality and fiction, amounts to the characters' popularity. 
In the Postmodern world, as representation of the real is not the 
real itself any more, meanings are fragmented and can never be fixed. 
Intertextuality renders it possible the existence of a "dialogue of voices". 
The original meaning (if there is one) is lost but is also "mitigated"; what 
we have instead, are numerous possibilit ies. The figure of the serial killer 
in the postmodern era also embodies numerous possibili t ies; s/he can be 
bestial and civilized at the same time; s/he can be weak and powerful at 
the same time; films or bestsellers portraying him or her can be causing 
violence and didactic at the same time. Even the detectives, who assume 
an omnipotent role, can do nothing when confront ing the serial killers. It 
“ 
is precisely intertextuality (as one of the representational strategies) that 
allows the serial killer to be emerged as both threatening and likable at 
the same time. In the entertainment industry, intertextuality (or imitat ion) 
is very commonly applied; the kind of ambiguity concerning the serial 
killer, as a by-product of the intertextuali ty appears in the serial kil ler 
genre, achieves the ef fec t of mitigation and makes it possible the 
perpetual presence of the serial killer in popular f i lms and l i terature; no 
matter it is the form or theme that is repeated in di f ferent f i lms or novels, 
they are used in the hope that the fi lms and the novels' "consumabili ty" 
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will be increased. In the postmodern age, what consumers have is an 
abundant supply of information and commodities. Parody, reversals of 
roles and the intermingling of contents in serial killer films and 
bestsellers created by intertextuality make the unfamiliar into something 
familiar. In order to make the products more popular, certain things have 
to be repeatedly used and modified, so that they come out different , new 
and popular. Intertextuality helps produce this so-called "newness" of the 
serial killer products in the entertainment industry. 
•• 
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C h a p t e r F o u r 
Controversies 
Films and bestsellers on serial killers are very often the focal point 
of accusation as inspiring real- l i fe violence. Some may say that violence 
in the media (such as f i lms and novels featur ing serial kil l ings) is 
responsible for violence in reality (Plagens et al). They think that when 
people, especially the youngsters, are more and more exposed to violence 
in the media, they will become desensi t ized and not be able to dist inguish 
right f rom wrong; they may even take act ions and imitate the violent acts 
presented in f i lms and novels. Mass-produced and mass-consumed movies， 
novels and TV programs, accordingly, contr ibute greatly towards how we 
behave. In this chapter , Oliver Stone's f i lm Natural Born Killers (1994) 
and Bret Easton Ellis 's novel American Psycho (Fig. 19) will be used as 
examples to i l lustrate the point that works like the above two of ten are the 
center of controversial debates - debates which turn into a kind of 
discourse on the "truth" of violence in popular cultural commodi t ies such 
as serial kil ler movies and bestsel lers . The "truth" about violence 
consti tutes a kind of Foucaul t ian discourse, which is very much entangled 
in a power/knowledge kind of relat ionship. The debate over violence in 
the media will l inger on, as sensat ional ism is of ten the most popular 
subject of representat ion. 
The discourse of "truth" about violence in movies and bestsel lers is 
const i tuted around the controversy of censorship of violent works^^. Oliver 
Stone's Natural Born Killers is one of the f i lms that receives much 
58very often, these "violent" works contains explicit gory details and scenes of carnage. 
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crit icism and triggers controversial opinions: 
According to the Mail, it was straightforwardly an 
"advertisement for kil l ing", it was an evil f i lm "lacking 
morality". (Don't understate their judgment: ''Natural Born 
Killers,'' wrote Chris topher Tookey, 21 February, "is one of 
the most evil f i lms ever made." Get out of that one, enjoying 
viewer!) For my local Bristol Evening Post it was "killing for 
killing's sake". For the Sun it was worse than that because it 
was "clever" for the way it g lor i f ied violence under the guise 
of social comment. (If you go and see the f i lm, and can't see 
behind the guise, what kind of person are you?) (Barker 13) 
Many reviews claim that the f i lm is too violent to be left uncensored. It is 
believed that the f i lm causes real- l i fe violence and instigates copycat 
kill ings by some viewers of the movie. The bestsell ing novel writer John 
Grisham suggested that "Stone should be held responsible under product-
liabili ty law for any violence caused by Natural Born Killers - whose 
crit ics claim helped inspire several copycat murders" ,,(Gleick 67). 
Benjamin Darras, 18, and Sarah Edmondson, 19, killed several people in 
March 1995，one of whom had been an acquaintance of Grisham's (67). 
Edmondson revealed that before the kil l ings, the two of them had taken 
LSD and watched Natural Born Killers, they have seen the movie 
"countless time" (67). Stone responded to the issue and joked about the 
"tenuous causal links between art and reality" (67). If Stone's f i lm is 
responsible for the crimes commit ted by Darras and Edmondson, then 
Grisham should also be accused of causing unfa i thfu lness of any lawyer-
husband since Grisham himself had wri t ten The Firm. The issue is 
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controversial , partly because of the protection of freedom of speech; the 
idea of legal liability will a f fec t writers like Grisham as well in the long 
run. As Vincent Blasi, a professor at Columbia Law School，said, 
"Censorship, like revolution, of ten devours its own children." (Gleick 67) 
In fact, Natural Born Killers has been blamed for many other 
violent acts. The media linked ten murders to the film: "[s]peculation 
arose, and became assertion, that cr iminals had copied the screen scenario 
that depicts a couple on a kil l ing spree across America" (Harbord 137). 
Even after the investigation by the Board of British Film Class i f icat ion 
(BBFC)59 that the crimes are not related to the f i lm (as some of the 
of fenders committed the crimes before watching the f i lm), there are 
people who still believe that there is a causal link between the f i lm and 
the aggressions. But quite of ten, when similar cases happen，people will 
only be anxious for a while and want to impose some kind of censorship 
over the violent movies, but then when technology advances and people 
can get access to the f i lms through d i f fe ren t channels (e.g. the Internet) , 
they cannot control or even do anything to stop. After all, what we have 
nowadays is a free market. 
Bret Easton Ellis 's American Psycho shares a similar fate with 
Natural Born Killers. The manuscr ipt of American Psycho was accepted 
for publicat ion by Simon & Schuster and Bret Easton Ellis had been given 
a $300,000 advance for it. But the book was scrutinized by Time and Spy 
magazines, in which excerpts of the novel and reviews cr i t ic iz ing the 
59Sponsored in conjunction with the BBC, the British Standards Council and the Lidependent • 
Television Commission, BBFC had directed a research, the result ofwhich shows that "there are no 
significant disparities between the viewing habits of young violent offenders and non-offenders" 
(Harbord 147). The research suggests that screen violence does not necessarily have a causal link with 
real-life violence. 
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decision to publish it were included, before the novel was published. The 
chairman of Simon & Schuster, Richard Snyder, decided to cancel the 
publication after reading the manuscript for the first time. The book was 
then bought by another publishing house. Vintage Books, a division of 
Random House, within forty-eight hours. Robert K. Massie, the president 
of the Authors Guild, called the cancellation "a black day for American 
publishing" (Quindlen 17)，as there had not been "a major work of fiction 
being withdrawn so close to publication except for legal reasons" (Adler 
et al. 48). 
The issue triggers debates over the rights and responsibilities of the 
publisher regarding publishing or censoring controversial works. On what 
basis does a publishing house judge whether a certain work is worth 
publishing and where are the limits of artistic freedom? Some suggest that 
the publisher's late cancellation of the publication of the book is in fact, 
an act of "cowardice" (Quindlen 17). Others may opine that the work itself 
is of certain artistic merits and that it reflects the environment in which 
we are living. Some others think that prohibiting the publication of the 
“ 
book is restricting artistic freedom; objection to such kind of works 
should not be equated with censorship. Still others may think that the 
book itself is actually similar to "pornography" and should therefore be 
censored; the writers do not know what they are writing, especially stuff 
like killing and mutilating women (Moore 27)，which are most probably 
not first-hand experiences of the writers. 
The "Imitation" Motif vs. the "Reflection" Motif and the 
Discourses of Truths of Violence 
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The question people always ask, when looking at violent movies or 
bestsellers, is: does violence in those works simply reflect reality and our 
behaviors, or inspire more real-life violence? It seems deep-rooted in 
many people's mind the idea that violence in art does inspire real-l ife 
violence. Plagens et al. claim that there is a sense that "things have gotten 
out o fcon t ro l " and a "legitimate alarm at what all this imaginary violence 
might be contributing to in an increasingly dangerous real life" (38). In 
the case of Natural Born Killers’ different groups, especially the media, 
relate some real-l ife killings to the fi lm; for American Psycho, the debate 
is even more intense. 
Martin Barker states that "there simply isn't a 'thing' called 
Violence in the media, that either could or couldn't 'cause' social violence" 
(10). People like Barker contend that violence in movies and real-life 
violence do not necessarily have a causal relation. But even though some 
writers and critics have apologized for Ellis's novel and defended its 
artistic merits (Mailer, Bean, Weldon), it has been accused of lacking a 
moral context and being socially unacceptable (particularly to women, as 
1/ 
many women in the novel are brutally abused and murdered) (Plagens, 
Lehmann-Haupt). The National Organization for Women (NOW) even 
decided to boycott Random House for agreeing to publish the novel. But 
Ellis maintains that the novel, for whatever reasons, should be published: 
[P]eople should have the choice of whether to read it or not 
to read it, to buy it or not to buy it, to like it or not to like it. 
I'm not going to sit at my typewriter and compose something 
only so it will not offend a woman's sensibility, and any 
writer who does that is a wimp. (Ellis and Love 46) 
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The discussion is caught up by the hermeneutic circle of f ict ional 
violence's being the mirror or the inspirer of real-life violence. The idea 
that violence in art reflects reality is countered by the idea that violence 
in art causes real-l ife violence. There is no way we can determine which 
is the truth and which "camp" we should side with. 
What adds to the confusion of the controversy is the increasingly 
less important role played by the detective or the hero. The forces of law 
and order are presented as more or less powerless or they do not exist at 
all; sometimes, the representatives of law and order even appear to be 
wicked themselves in those violent works - the "detective-criminal binary 
opposition seems to have become exhausted and replaced by confl ict and 
violence which forms part of a bad-bad equation as opposed to the good-
bad equation" (Harbord 142). The idea is disconcerting, as the hero is 
supposed to be the agent who upholds the status quo and brings things 
back to normal. We need emotionally the hero to restore order from 
disorder. But the heroes no longer conform to the Hollywood good-guy 
stereotype; in some cases, the heroes (or anti-heroes) are the serial killers 
themselves, who are of assistance to the police in solving murder cases 
(e.g. Hannibal Lecter in The Silence of the Lambs). These (anti-)heroes 
kill and even consume human body parts. In Natural Born Killers, the 
detective himself also kills and tortures people; Mickey and Mallory f lee 
at the end and lead a new life. In American Psycho, the detective f igure 
does not even present. The loss of the comfort ing presence of the 
detective further complicates the issue and creates a n x i e t y 6 o , as the new 
60The anxiety is in tum countered by the less threatening role ofthe serial kiUers in films and novels. 
See Chapters 2 and 3, in which I argue, that the role ofthe serial kiUer has been distorted and 
mitigated. 
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representational narrative is not what we are familiar with; the "doxic" 
effect of traditional detective story is lost (Harbord 144). 
What is more, the idea that real-l ife violence is related to violent 
fi lms is partly suggested and asserted by empirical studies. Harbord 
informed us that between 1972 and 1982, there have been 2,500 academic 
contributions to the study of screen violence, most of which are "flawed", 
or at best "inconclusive" (139). These studies tend to relate real-l ife 
violence with that in fi lms, thereby asseverating the causal link between 
the two. Barker claims that there is actually nothing to be researched 
regarding violence; such researches are just wasting resources: 
70 years of research have poured hundreds of millions of 
dollars and pounds down the drain of meaningless questions -
as much a waste of effor t and resources as all the 
commissions and researches into witches (10). 
Barker believes that one cannot really say whether real-l ife violence is 
caused by violence in f i lms and novels; Harbord also quotes an example to 
repudiate the idea that real- l ife and "fictional" violence ^ave a causal 
link: while maintaining that their data did confirm the existence of such a 
causal link, Singer and Singer stated "’it might be argued just as well that 
children who are inherently aggressive might simply prefer to watch 
aggressive material '" (qtd. in Harbord 139). Even academics themselves 
are unable to prove the existence of such a causal link. We cannot tell 
which "school of thought" is the correct one, but we surely have a lot of 
exposure to the discourses of violence. It is precisely because those 
studies assume a certain academic status that the causal link is f i rmly 
established and believed in. This kind of discourse of ten perpetuates itself 
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by its exercise of power. 
Foucault, on discussing the history of discourses of sex, writes: 
But more important was the multiplication of discourses 
concerning sex in the field of exercise of power itself: an 
institutional incitement to speak about it, and to do so more 
and more; a determination of the part of the agencies of 
power to hear it spoken about, and to cause it to speak 
through explicit articulation and endlessly accumulated detail 
(Foucault 18). 
When the restricted is spoken by the "agencies of power", it can be 
articulated explicitly and in details. On the level of discourses, the 
"power" of the academic researches lies in the fact that the discourses of 
violence are supposed to be legit imate - they are institutional and are 
from the "experts". In at tempting to explain violence scientif ically and 
academically, one is making it a kind of truth or knowledge. Just as 
Foucault talks about the discourses of sex as being scientia sexualis, 
violence as well becomes something like a "truth", which aims not at 
stating the truth, but preventing "its very emergence" (Foucault 55). Like 
sex, violence has been consti tuted as a problem of truth. The important 
thing is not that people refuse to talk about it (as it may be something like 
a taboo), but that people talk about it even explicitly as a social problem. 
Talking about violence produces truth about it, which can be "not only a 
matter of sensation and pleasure, of law and taboo, but also of truth and 
falsehood"; like the truth of sex, the truth of violence becomes "something 
fundamental , useful , or dangerous, precious or formidable" (56). Whether 
there is the Truth does not matter; what does matter is that we have many 
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"truths" about violence that we can talk about and discuss. Talking about 
the truth gives us pleasure. It is precisely because of the heated debates 
over the issue that make the serial killer movies and bestsellers more and 
more popular. If not for the cancellation, Bret Easton Ellis's novel may 
not get so much attention; if not for the sensationalism created by Natural 
Born Killers, the film may not attract so many viewers. In other words, 
controversies are also useful tools to increase the consumability of 
popular cultural products. 
The existence of numerous possibili t ies of "truths" of violence in 
serial killer movies and bestsellers is a manifestat ion of postmodernity. 
The phenomenon of the existence of competing and incompatible 
conceptual frameworks for understanding the world exemplifies what 
Lyotard called the "crisis of legitimation". In the postmodern period, when 
facing all the controversies over a certain subject, we are not able to 
choose one over another. Reality is not only unrepresentable, to some, it 
does not even exist as something we can comprehend. The modernist 
“ 
unifying Truth now dissolves into numerous fragmented competing 
"truths". Meanings regarding aspects of reality are not fixed and cannot be 
determined in the postmodern age. 
Just as violence in movies and novels is a sign of revolt against 
tradition, it also challenges the grand narratives so much opposed by 
postmodernists like Lyotard. There will not be a single, unifying "Truth", 
but multiple voicings of "truths". The multiplici ty is also realized by the 
cartoonic style representing violence. According to Baudrillard's cri t ique 
of consumerism, in the consumer society, individuals are more and more 
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detached from one another; we are surrounded by an abundant supply of 
images and objects, rather than fe l low human beings. "To be part of that 
society one is distanced from other people, ei ther because we have these 
goods, or because we are ashamed or jea lous not to own them" (Harbord 
155). Media images are all we have and these images convey meanings 
which are always "overdetermined" and are "open to a multiplicity of 
readings and constantly changing" (Harbord 155). Meanings cannot be 
f ixed and are even defunct in the late twent ie th century. What viewers and 
consumers have in fi lms and bestsel lers are inexhaustible supplies of 
meanings, many of which are contradictory and competing. 
From the point of view of the enter ta inment industry，whether 
meanings provided are contradictory does not really matter, "so long as it 
can draw a large audience. Screen violence is ef fec t ive in that task, hence 
its continued and maximized depict ion" (Harbord 149). Movies and 
bestsel lers featur ing the serial killers are likely to stand f i rm in the 
enter tainment industry, as it sells and sells well for the sensat ional ism 
created by the numerous compet ing and incompat ible" discourses; 
discussing them again and again will make them even more popular and 
get more at tention f rom the public. 
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Conclusion 
So far, I have not been emphatical ly discussing serial killer movies 
and bestsellers in terms of the study of horror movies in this dissertation; 
the relation between the two, however, has been mentioned here and there 
throughout. To try to account for the populari ty of the serial killer movies 
and bestsellers from the psychological perspective or the generic 
perspective is in fact an endless task. But serial killer movies and 
bestsellers in the contemporary context do share some of the funct ions 
performed by the classic horror movies, such as the cathart ic effect， 
fu l f i l lment of the senses of revenge and punishment, displacement of 
secret desires - funct ions that are e f fec t ive in at tract ing audiences. I 
would like to brief ly discuss the re la t ionship between serial kil ler movies 
and the classic horror movies here in the conclusion. 
By seeing the horror movies, the viewers are bel ieved to be able to 
experience the cathart ic ef fec t : the fear of the real can be purged away 
through the process of experiencing the excit ing events via movie-
•I 
viewing. The sense of f ic t ional i ty of, for example, the monsters in horror 
movies make it more acceptable the fact that all these monsters are not 
real, hence, not genuine menace to daily life. The f ict ional i ty of the 
monsters is enhanced by the monsters ' mythic status and legendary power. 
By accelerat ing the monsters to be some kind of mythic f igures , the 
viewers are actually lured by their exot ic aura; the viewers ' curiosi ty will 
be aroused and they will be interested in knowing more about the 
monsters. In this way, the fear of the unknown is t ransformed to be the 
interest in the unknown. The serial kil ler at tracts much at tent ion f rom the 
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viewers, as s/he embodies the legendary power that abates his or her 
threat. By employing the strategy of stereotyping, which typecasts the 
serial killers as the monsters, the effect of mitigation is achieved and we 
somehow feel that serial killers represented in movies and novels are not 
real. 
While the cathartic effect needs the support of fictionality in horror 
movies, the fulf i l lment of the senses of revenge and punishment requires a 
certain degree of authenticity. The law-enforcement agents, namely 
investigators, detectives and cops, are people who will bring back just ice 
and order. These agents should be to a certain extent resembling their 
real-life counterparts, so that the bad will be discarded and "we" will live 
happily ever after; evil will be punished and order restored at the end of 
the movies. In most of the serial killer movies and bestsellers, the serial 
killers (who are supposed to be the villains and the monsters) are killed or 
apprehended at the end6i. In seeing or reading the movies and bestsellers, 
the viewers' sense of security will be ensured. 
Consumers do not just accept the horror movies, they love seeing 
them. The cathartic ef fect and the fu l f i l lment of the senses of revenge and 
punishment make the movies more acceptable, whereas the displacement 
of our secret desires makes them more enjoyable. It is believed that what 
are behind the horror movies are our secret desires and fantasies, the 
tabooed and the forbidden (Evans, "Monster Movie: A Sexual Theory"). 
Serial killers movies and bestsellers are the fetish of our desire. The 
power to control and manipulate victims, and in some cases the 
intelligence possessed by the serial killers, may be things that we secretly 
6iQUver Stone's Natural Bom Killers is, however, an exception. 
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desire. That may be why we hate the villainy committed by the serial 
killers, and at the same time attracted by them. 
Bearing some of the characterist ics of the classic horror movies, 
serial killer movies and bestsellers do gain popularity. However, as much 
as the effects produced by serial killer movies and bestsellers resemble 
those of the classic Hollywood horror movies, the differences are also 
notable. What distinguishes the serial killer genre from classic horror 
movies is its attitude. 
In the postmodern era, things are supplied in multiplicity and 
plurality. By borrowing the functions of those of horror movies, serial 
killer movies and bestsellers are in fact employing intertextuality on 
another level. Stereotyping borrows and reuses established concepts of 
people and things from the past; intertexts concerning serial killers 
obviously utilizes other stuff from the culture industry; controversies 
themselves are also ever-repeating what has already been said before, as 
they will never be resolved. 
I would describe this second-level intertextuality as what Hutcheon 
“ 
calls the "intertextual parody" (Poetics 125). Serial killer f i lms and 
bestsellers are like the postmodern genre of historiographic metafict ion in 
essence, that "it offers a sense of the presence of the past, but a past that 
can be known only from its texts, its traces - be they literary or historical" 
(125). The intertextual parody is paradoxical ; it has a relat ionship with 
the past ( f rom which the present sources), yet it also acknowledges that 
the past (history, reality) cannot be represented. Representation o f t h e real 
is not the real itself anymore; meanings are fragmented and cannot be 
fixed. But to el iminate the possibili ty of representing the past does not 
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mean to destroy the past. As Hutcheon puts it, "in fact to parody is both to 
enshrine the past and to question it" (126); this is where the paradox lies. 
Harbord points out that fi lms like Oliver Stone's Natural Born 
Killers are exhibiting characterist ics of postmodernism in the sense that 
they are signs of "revolt against authority and signification, and a 
tendency towards pastiche, parody, quotation, self-referentiality" (153). 
The use of irony and playfulness renders it possible to "oppose the moral 
seriousness of modernity" (154). Natural Born Killers uses different f i lm 
genres to "represent" the subject. The eclectic narrative form is intended 
to convey the idea that aspects in reality cannot be possibly represented; 
but presenting the subject in such a way also makes the film vulnerable as 
a form of representation itself. We see clippings of advertisements and 
fi lms; Mallory's story made into some black and white comedy and some 
of the incidents in cartoonic style in Natural Born Killers; these elements 
are what constitute the paradox - reality is both instated and subverted. 
What we have now are the self-referential and the self-crit iquing atti tudes 
(as exemplif ied by Oliver Stone's Natural Born Killers). The double 
•• 
attitude of intertextual parody is also embodied in serial killer movies and 
bestsellers. Through different representat ional strategies, d i f ferent 
meanings arise, highlighting the subject i tself, but at the same time 
distorting it. The serial killer is real and not real in the postmodern world. 
This dissertation is an attempt to look at the different (and some of) 
the representational strategies used in the serial killer movies and 
bestsellers, in the hope that the popularity can be accounted for to a 
certain extent. I set out to concentrate on the discussion of 
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representational strategies employed to achieve what I call the effect of 
mitigation, which is only one of the elements that assists in increasing the 
consumability of the serial killer movies and bestsellers. And most 
importantly, the effect of mitigation used is an evidence of the serial 
killer movies and bestsellers' developing into a new kind of narrative -
that which embody the postmodern double attitude and that which is self-
underlining and self-undermining. 
Because of certain limitations, many of the aspects regarding the 
serial killer movies and bestsellers have not been discussed. The place of 
"serial killer" in this dissertation is that it is a perspective from which we 
can analyze cultural phenomena. Studying serial killer works in their 
entirety in a single dissertation is indeed an impossible task. So, more 
studies of the serial killer movies and bestsellers from other perspectives 
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H O W T O C O M P L E T E T H E VICAP CRIME ANALYSIS R E P O R T F O R M 
VlCAP SUBMISSION CRITERIA 
T h e V I C A P C r i m e Analysis Repor t form has been designed to collect in format ion regarding t he 
fol lowing types of crimes whe the r or nor the offender has been arrested or identified: 
(1) Solved or unsolved homicides or a t tempts , especially those tha t involve an abduc t ion ; are apparen t ly 
r a n d o m , motiveless, or sexually or ien ted ; or are k n o w n or suspected to be part of a series. 
(2) Missing person, where the c i rcumstances indicate a s t rong possibility of foul play a n d the victim is 
still missing. 
(3) Uniden t i f i ed dead bodies, where the m a n n e r of dea th is k n o w n or suspected to be homicide . 
Cases where the offender has been arrested or identified should be submitted so unsolved cases 
in the VICAP system can be linked to known offenders. 
INSTRUCTIONS 
• Use black ink or pencil . Legibly pr int all wri t ten responses. 
• Unless stated otherwise, check as m a n y boxes as apply for each item. 
• If in d o u b t about how to respond co a given i tem, be guided by your experience and good j udgmen t . Proof 
beyond a reasonable doub t is noc required, bu t do noc guess eicher. 
• If t he re are details of the case t ha t you feel are imporcanc b u : t h a t do n o t fit well in to the i tems 
prov ided in the V I C A P Cr ime Analysis Repor t , describe t h e m in the nar ra : ive . 
• If you wish co supplemenc or correct i n fo rma t ion previously repor ted to V I C A P , submit a new V I C A P C r i m e 
Analys is Repor t but complete only k c m s 1 t h r o u g h 18, 27 and 36 plus che kem{s) you wish to 
supp lemen t or correct . You need no t resubmit u n c h a n g e d items. 
參 For advice or assistance regarding this report or its complecion, call V I C A P at ( 7 0 3 ) 6 4 0 - 6 1 3 1 . 
參 If you are submi t t ing this V I C A P C r i m e Analysis Reporc in c o n j u n c t i o n with a requesc for a c r imina l 
personal i ty profile eva lua t ion , you m u s l contac t che C R I M I N A L P R O F I L E C O O R D I N A T O R assigned 
CO the FBI Field Division in your area. T h e C R I M I N A L P R O F I L E C O O R D I N A T O R is charged with t he 
responsibil i ty of assisting you wich your request for a cr iminal personal i ty profile and will advise you of 
addicional materials tha t must be submicted in order co evaluate your case properly. H e / s h e will review che 
mater ia ls and will submit che ent i re profile package :o che Nacional C e n t e r for the Aaalys is of Vio len t C r i m e 
o n your behalf . D o not 5 u b m i t C r i m i n a l P f r s o n a I i t y Profiling case materials directly to V I C A P . 
O n l y che V I C A P C r i m e Analysis Repor t should be submi t t ed direccly co V I C A P . 
• Multiple victims & muUi|jle offenders 
If your inc ident has MULTIPLE V I C T I M S , you musc comple te a separa te V I C A P C r i m e AnaFysis Reporc 
form for each victim. Of fende r i n fo rma t ion need noc be dupl ica ted . 
If your inc ident has MULTIPLE O F F E N D E R S , submic only one comple te V I C A P C r i m e Analys i s Repor t 




1) For two (2) victims and one (1) offender, you must complete two (2) V I C A P Crime Analysis Report 
forms (one for each victim). Do not duplicate the Offender information (kems 55 through 84) in 
the second Report. 
2) For cwo (2) victims and two (2) offenders, you must complete two (2) V I C A P Cr ime Analysis Report 
forms. Victim #1 and offender #1 would go on the first Report form and victim / 2 and offender / 2 
would go on the second Report form. 
3) For one (1) victim and cwo (2) offenders, you must complete one (1) V I C A P Cr ime Analysis Report 
form. T h e victim and offender #1 would be reported in the body of the V I C A P Cr ime Analysis 
Report form, and offender 眷1 would be reported by copying an additional offender page (kems 55 
through 84), comple:ing it, and at taching it to the V I C A P Crime Analysis Reporc. 
參 Before submitt ing the V I C A P Cr ime Analysis Report , make a copy for your records. 
• Mail all V I C A P Crime Analysis Reports, Supplements , a n d / o r Corrections to： 
V I C A P 
National Center for the Analysis of Violent Cr ime 
FBI Academy 
Quant ico , V A 22 135. 
• Enclosing Cr ime Scene Photographs with the V I C A P C n m e Analysis Report will assist the V I C A P siaff in the 
evaluation of the case. 
• A V I C A P Case Number will be assigned to your case when it is processed and will be provided to you as soon 
as possible. The V I C A P Case Number should be referenced in any subsequent correspondence or te lephone 
communi t a t ions with V I C A P regarding the case. 
C T h e Narrat ive Summary is intended to provide V I C A P Analysts with a general overview of the case. M i n u t e 
details of the investigation need not be provided here; the V I C A P Crime Analysis Report will capture most 
of the detail necessary to complete the analysis. A person unfamiliar with your case, however, should have at 
least a general idea of what happened after reading your brief narrative. 
Examples: 
1) T h e partially decomposed body of an adult female was discovered in a wooded area of a scate pa ik , 
one-quarter mile from a major state highway. There are indications of sexual assaulc. Vict im died 
of gunshot wounds, lt appears that the victim was not killed at che body recovery site. T h e 
victim's whereabouts prior to her dea th have not been established. 
2) Female juvenile was last seen at school. Investigation indicates that she was possibly abducted ac or 
near the school while en route home. T h e viccim has noc returned nor has her body been 
recovered. Investigation indicates tha t it is unlikely thar the victim is a runaway or tha t she 
disappeared of her own accord. This case is strikingly similar to one that occurred 
approximately 8 months ago in the same vicinicy. 
3) T h e reported offender entered a locked single-family residence occupied by a m a n , his wife, and 2 
infant children. While thc offender was gathering property in the residence, the husband con-
frontcd the offender. T h e husband was shot immediately and died. T h e wife responded after 
hearing the gunshot and was physically restrained by the offender. T h c offender hit her repeatedly 
wich his fists, forced Ker to commit oral sex, and raped her repeatedly. T h e wife survived the 
‘ at tack. The children wcrc not assaulted. T h e offender left the rcsidence, and a vehicle was heard 
to leave che area. Offender arrested dur ing ihc commission of a burglary in the samc ne ighborhood 
one week later. 
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DO N O T COMPLETE THls "EPORT WITHOUT FIRST READING INSTRUCTIONS  
I. A D M I N I S T R A T I O N  
FOR VlCAP USE O N t Y 
1, VICAP Casc Number: 2. FBI Case Numbert  
3> FBI 0 0 ; 4. VICAP A<signmcnti 一 
5. Reporting Agency：  
6. Address: 7. City：  
8. County： 9. State： 10. ZIP：  
11. Reporting Agency's ORI Number：  
12. Reporting Agcncy,s Case Number：  
13. NCIC Number If Victim Is 1) Missing or 2) an Unidentified Dead Body:  
� 4 . Investigator's Name:  
15. Investigator's Phone Number：  
16. VICAP Cr ime Analysis Report Type： 
1 • Original Submission of This Casc 
2 • Supplement to Previously Submitted I n fo rma t ion 
3 • Correction of Previously Submitted Information 
17. Investigating Agency's Case Status： 
1 • Opcn (nctivc investigation) 4 • Cleared by Arrest 
2 • Suspended (inactive investigation) 5 • Exccptionally Cleared O^ y UCR 
definition) 
3 • Opcn Arrcst Warrcnt Issued 
18. This VICAP Crime Analysis Report Pertains to thc Following Type Casc (chcck one only): 
1 • Murdcr or Attempted Murder Victim Identified (go to Itcm 19) 
2 • Unidcntii'ied Dead Body Whcrc Manncr of Dcath ls Known or Suspcctcd to Bc 
Homicidc (go to ltcm 19) 
3 • Kidnapping or Missing Person with Evidcncc of Foul Play (victim still missing) 
(go to Itcm 20) 
19. Based on Your Experience and the Results of thc Investigation of This Casc, Do You 
Bclicvc This Offender Has Killed Bcforc? 
1 C Yes (explain in Narrative Summary) 99 二 Unablc to Determine 
2 • N o 
20. Thcrc Is an Indication That This Casc Is Rclatcd to Organized Drug Trafficking： 
1 D Yes 2 • N o 99 • Unablc io Determine 
H D H m 3 H B B a B B H H H H H I H H H 
21. Today's Datc: / / / 
0^^^ Wl5 (yr) 
Military Approx,-
Datc Timc Exact imatc 
22. Victim Last Secn: / / / 口 口 
(mo) (da) (yr) 
23. Dcath or Major Assault: / / / • ^ 
(ino) (da) (yr) ~" 
24. V i c t im or Body Found / / / p ’ 
一 (mo) "TJIT ~ ^ “ u 
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II. VICTIM INFORMATION  
25. This Is Victim of Victim(s) in This lncidcnt. 
(number) (total) 
26. Status of This Victim: 
1 • Dcceased (as rcsuU of this incidcnt) 
2 • Survivor of Attack 
3 • Missing 
27. Name:  
(last, first, middle) 
28. Alias(es) (including maiden namc and prior married namc$): 
29. Resident City： 30. State： 31. ZIP：  
32. Social Sccurity Number: — — 33. FBI Number:  
^ m I I I I I 丨 1 1 1 1 1 丨 1 1 1 1 1 I 圓醒丨圓11丨1_1删_111丨111圓_—_1_—111 
34. Sex： 
1 • Male 2 • Female 99 • U n k n o w n 
35. Race： 
1 • Black 3 • Hispanic 5 • Other 
2 • Caucasian 4 • Oriental/Asian 99 • U n k n o w n 
36. Date of Birth: I I  
(mo) I (da) I (yr) 
99 • U n k n o w n 
37. Age (or best estimate) at Time of Incident:  
9« • U n k n o w n (years) 
• I 
38. Height (or best estimate): fcet inches 
99 • U n k n o w n 
39. Approximate Weight： lbs. 
99 • U n k n o w n 
40. Build (chcck one only): 
1 C Small (thin) 3 • Largc (stocky) 
2 • Medium (average) 99 • U n k n o w n 
41. Hair Length (check one only)： 
1 G Bald or Shaved 4 • Shoulder Length 
Z • Shorter Than Collar Length 5 • Longer Than Shouldcr' Length 
3 • Collar Length 99 • U n k n o w n 
42. Hair Shadc (check onc only): 
1 • Light 3 • Ncithcr 1 or 2 Above 
2 • Dark 99 • U n k n o w n • 
43. Predominant Hair Color (chcck one only): 
1 • Gray and/or Whitc 5 • Black 
2 • Blond 6 • Other 
3 • Red 99 • U n k n o w n 
4 • Brown 
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If your victim t* either a mijiing person or an unidentified dead body, respond to Items 44 through 48. 
Otherwise, go to Itcm 49. 
44. Abnormalities of Tceth: 
1 口 Nonc 5 • Decayed 9 • Othcr (describc):  
2 • Braces 6 • NoticcabIe Gaps  
3 • Broken or Chipped 7 • Some or All Missing 99 • Unknown 
4 • Crooked 8 • Stained 
45. Glasses or Correctivc Lenses Normally Worn by or Atsociatcd with Victim: 
1 ° None 6 • Mctal Frame 
2 口 Prcscription 7 • Rimlest 
3 • Contacts 8 • Othcr (describe):  
4 • Bifocals  
5 • Plastic Framc 99 • Unknown 
46. Location of Noticeable Scar，or Birthmarks (not tattoos): 
1 • None 4 • Torso .. 7 • Othcr (describe):  
2 • Face, Hcad, or Neck 5 • Buttocks  
3 • Arm(s) or Hand(s) 6 • Feet or Leg(s) 99 • Unknown 
47. Tattoo Locations: 
1 口 Nonc 4 • Torso 7 • Othcr (describe):  
2 • Face, Head, or Neck 5 • Buttocks  
3 • Arm(s) or Hand(，） 6 • Feet or Leg(s) 99 • Unknown 
48. Tattoo Designs: 
1 • Initials or Words 4 • Othcr (specify):  
2 口 Number(s)  
3 口 Picture(s) or Design(s) 99 • Unknown ‘ 
49. Did the Victim Havc Outstanding Physical Features (crosscd eyes, noticeable limp, physical 
deformity, etc.)? (Do not repeat information reported in Items 44 through 48, above.) 
1 • Ycs (describc)：  
2 • No 
99 • Unknown 
ii 
50. Generally Preferred Clothing Style (this itcm deals with general style of dress typically preferred by 
thc victim, not a detailed clothing dcscription)： 
1 • Business Suit 6 • Work Clothes or 
2 口 Casual Uniform 
3 • Gaudy or Garish 88 • Other (describe):  
4 • Sport or Athletic ^|^]]^^^]^^^^^^~ 
5 • Western Wear 99 • Unknown 
51. Generally Preferred Predominant Color Tone of Clothing 
(check one only)： 
i ° ^ Y r 4 • Blucs 7 • BrownsO-ans 
1 S ^ c l l o w s 5 • Purples/Violets 8 • Grays/Blacks 
3 • Greens 6 • Rcds/Orangc$ 
52. If This Victim Is a Missing Person or Unidentified Dead. Givc a Detailed Description of Clothing: 
^^^^*^l^^^i^^^!^?!"^^t^!^^^^^^^^^^^^^^^^^^^^^^^^^^^^^^^^^^^^^^®®^®®®®®®n 
1 • SinglcFamily Dwelling 4 • Motor Vchiclc 
2 • Multi-Family Dwelling 5 • Street 
3 • Temporary or Transient Housing 99 C Unknown 
54. Current Occupation(s): 1) 
2) 
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III. OFFENDER I N F O R M A T I O N  
OFFENDER DEFINED. As uscd in this V l C A P Crime Analysis Report, "offender" includes arrestees, 
perpetrators, or persons thc investigator has reasonable cause to believe are responsible for the 
commission of the crime. 
55. This Is Offender . of Offendcr(s) in This Incident. 
(nunibcr) (total) 
56. The Offender Is (check one only)： 
1 • Unknown一一Not Scen («o to Item 85) 
2 • U n k n o w n Scen 
3 • Identified (named) Not in Custody 
4 • ln Custody 
5 • Deceased 
57. Name:  
(last, first, middle) 
58. Alias(e$) (including maiden namc and prior married names): 
59. Resident City： 60. State： 61. ZIP:  
62. Social Sccurity Number: — — 63. FBI Number: 一 
64. Scx: 
1 • Male 2 • Female 99 • U n k n o w n 
65. Race: 
1 • Black 3 • Hispanic 5 • Other 
2 • Caucasian 4 0 Oricntal/A$ian 99 • U n k n o w n 
66. Date of Birth: / / 
(mo) I (da) I (yr) 
99 • U n k n o w n 
67. Age (or bcst estimate) at Time of Incident:  
99 • U n k n o w n (years) 
68. Height (or bcst estimate): fcct inches (to feet inchcs) 
99 • U n k n o w n 
69. Build (chcck one only): 
1 • Small (thin) 3 • Large (stocky) 
2 • Medium (average) 99 • U n k n o w n 
70. Hair Length (chcck one only): 
1 • Bald or Shaved 4 • Shoulder Length 
2 • Shorter Than Collar Length 5 • Longer Than Shoulder Length 
3 • Collar Length 99 • U n k n o w n 
71. Hair Shade (check one only)： ‘ 
1 口 Light 3 • Neither 1 or 2 Above 
2 口 Dark 99 • U n k n o w n 
72. Predominant Hair Color (check one only)： 
1 • Gray and/or White 5 • Black 
2 • Blond 6 • Other 
‘ 3 • Red 99 G U n k n o w n 
4 • Brown 
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73. Waj Wearing Glasses: 
1 口 Ycs 2 • No 99 • Unknown 
74. Facial Hair (check all that applv): 
1 • Nonc 3 • Beard 99 • Unknown 
2 • Mustache 4 • Other 
75. Appeared Generally Well Groomed: 
1 • Yes 2 • No 99 • Unknown 
76. Offender Wore a Disguise or Mask: 
1 • Yes 2 • No -99 • Unknown 
77. Noticeable Scars or Birthmarks (not tattoos): 
1 • Yes 2 • No 99 • Unknown 
78. Noticeable Tattoos: 
1 • Ycs 2 • No 99 • Unknown 
79. Othcr Outstanding Physical Features of the Offender Not Reported Above 
(crossed eyes, noticeable limp, physical deformi:y, ctc.): 
1 口 Yes (describe):  
2 • No 
99 • Unknown 
IV. IDENTIFIED OFFENDER INFQRMATICN 
lf you have an offender in custody or identified in thi$ case, complete Items 80 through 84. 
Otherwise, go to Item 85. 
80. Cities and Statc$ of Residencc during Last 5 Years (exclude current city of residence): 
1) — 3) 
2) 4) 
81. List the States the Offender Has Visited during U s t 5 Years (attach separate sheet if necessary): 
” — 3) 
2) 4) 
82. Foreign Countries Lived or Traveled in: 
1) 3) 
2) 4) 
83. Offender Was in Possession of Property of Othcr，(check all that apply)： 
1 • Body Parts 4 • Jewelry 
2 • Clothing 5 • Photo(s) , 
3 j^®^" Card(s), Checks, or other 88 • Other (specify):  
mmmmmmmmmmmmmmm^^^m^rn^rn 
84. Offender Admits Other Similar Crime(s) of V i o l e n c c T ^ ^ ^ ^ ^ ^ ^ ^ ^ ^ ^ ^ ^ ^ ^ ^ ^ ^ ^ ^ ^ ^ ^ ^ 
1 • Yes (attach details) 2 • No 
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V. VEHICLE DESCRIPTION  
85. Is a Vehicie Known to Havc Been Used in This Incident? 
1 • Ycs 2 • No or Unknown (go to Item 96) 
NOTE: Complete vehicle information if 1) a vehicle was used by the offender in this 
incidcnt; or 2) this is a missing person case and the vehicle is missing; or 3) this is an 
unidentified dead case and the vehicle has bcen connected with the victim; or 4) the 
vehicle is in any way significantly involved in this incident. 
86. Did thc Vehicle Belong to, or Was It under the Civil Control of, the Victim? 
1 • Ycs 2 • No 
87. The Vehicle Would Normally Be Described as Being: 
1 • Exceptionally Well Maintained ("sharp") 3 • Neither 1 or 2 Above 
2 • Not Generally Well Kept ("beat-up") 99 • Unknown 
88. The Vehicle Would Normally Bc Described as Being： 
1 • Newcr/Late Model 3 _ • Neither 1 or 2 Above 
2 • Older Model 99 ' • Unknown 
89. Liccnse Number: 90. License State：  
91. Vchicle Year： 92. Make: 93. Model:  
94. Body Style： 
1 • Passenger Car 6 • Motorcycle 
2 • Van 88 • Other (spccLfy):  
3 口 Pick-up Truck  
4 • "Jecp" Typc (i.e., Bronco, Blazcr, ctc.) 99 • Unknown 
5 • Tractor-Trailer 
95. Color:  
(top) (bottom) 
VI. OFFENSE M. 0 .  
I H B I p j j ; ^ ? n T y ^ ^ ; h N y : % i i i « “ v i N U i、， f A j » j m j 4 i j i T O m f f i f ^ g | g m H j H j H m m i 
96. Thc Victim or a Witness Reported That the Offender's Approach to Victim Was: 
1 0 No Living Victim or Person Witnessed the Offender's Approach to Victim 
(go to Item 100) 
2 • Bv Deception or Con: Opcnly, with Subterfuge or Ploy (e.g., offer，assistance or requests 
direction) (go to Item 97 and then go to Item 100) 
3 • By Surprise: Lay in Wait or Stepped from Concealmcnt 
(go to Item 98 and then go to lrem 100) 
4 • By "Blitz": Dircct and Immediate Physical Assault (go to Item 99) 
97. lf the Offender Initiated Contact with thc Victim by Mcans of Deccption, Indicate the Typc of 
Dcception Below: 
1 • Po5cd as Authority Figure 7 • Asked for or Offered Assistance 
2 口 Po，ed as Business Perjon 8 0 Caused or Staged Traffic Accidcnt 
3 • Askcd Victim to Modcl or Posc for 9 • Phony PoUce Traffic Stop 
Photos 10 • Solicitation for Sex 
4 • Offered Job, Money, Treats, or Toys 11 • Offered Ride or Transportation 
5 • Implied Family Emergency or Illne$$ 12 • Other Deccption 
6 • Wanted to Show (something) , 
98. If the Offender Initiated Contact with the Victim by Means of Surprise, Indicate thc Type of 
Surprise Below： 
1 • Lay in Wait—一Out of Doors 4 • Victim Sleeping 
2 • Lay in Wait一一 ln Building 5 • Othcr Surprise 
3 • Lay in W a i t — l n Vehicle 
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99. lf thc Offender Initiated Contact with thc Victim by Dircct and Immediate Phyiical Assault, 
Indicatc thc Typc of Dircct and Immediate Phy*icaI Assault Bclow; 
1 • Immediately and Physically Over, 3 • Choked Victim 
powcrcd Victim (picked up, carricd 4 • Stabbed Victim 
away, ctc.) 5 • Shot Victim 
2 • Hit Victim with Hand, Fist, or 6 • Oihcr Dircct Asaaulc 
Clubbing Weapon 
100. Last Known Location of Identified Victim or Location of Unidentif ied Dcad Body Rccovcry Site: 
a. • Clty of (if within incorporated city, town, ctc.) 
b. • County of (if not within incorporated city, town, ctc.) 
c. Statc: d. ZIP:  
m E B S K B H B H B H H H M H H H H B 
BODY RECOVERY SITE 
101. Description of General Area of thc Body Rccovcry Site (chcck one only): 
1 • Rural 3 • Urban 
2 • Suburban 99 • U n k n o w n 
102. Thc Neighborhood of thc Body Recovcry Site ls Predominantly (check one only): 
1 • Business, Industrial, or Commercial 4 • Uninhabited or Wilderness 
2 • Farm or Agricultural 99 • U n k n o w n 
3 • Residential 
103. The Body Recovery Sitc Was {check as many as apply): 
1 • Any Residence 7 • In an Opcn Ficld 
2 • At or Near a School or Playground 8 • In a Vchicle 
3 • In a Retail Shopping District 9 • On Public Transportation 
4 • On a Public Street 88 • Other (spccify):  
5 口 In a Vice Arca  
6 • A Densely Woodcd Area 99 • U n k n o w n 
104. Thc Body Recovery Site Was Victim's Residence: 
1 • Yes 2 • N o 99 • U n k n o w n 
105. The Body Rccovcry Sitc Was Victim's Work Place: “ 
1 • Yes 2 • N o 99 • U n k n o w n 
106. Potential Witnesses at the Time thc Offender Left thc Body at the Body Recovery Site: 
1 • Other People Werc Present in the 2 • Arca Was Ewcmially D e s e r a d 
Immediate Area 99 • U n k n o w n 
MURDER OR MAJOR ASSAULT SITE 
107. Was the Murder or Major Assault Sitc the Same as thc Body Rccovcry Site? 
1 • Yes (go to Item 113) 2 • N o or U n k n o w n 
108. Description of General Arca of Murder or Major Assault Site (check one only): 
1 • Rural 3 • Urban 
2 • Suburban 99 • U n k n o w n 
109. The Neighborhood of Murder or Major Assault Site ls Predominantly (check one only): 
1 • Business, Industrial, or Commcrcial 4 • Uninhabited or Wilderness 
2 • Farm or Agricultural 99 • U n k n o w n 
3 • Residential 
110. The Murder or Major Assault Sitc Wa$ (chcck as many as apply): • 
1 • Any Residence 7 • ln an Opcn Ficld 
2 • At or Near a School or Playground 8 • In a Vehicle 
3 • In a Retail Shopping District 9 0 On Public Transportation 
4 • On a Public Street 88 • Other (specify)：  
5 • ln a Vice Area I Z Z Z Z I Z Z Z ^ I 
6 • A Densely Wooded Area 99 • U n k n o w n 
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VI. OFFENSE M. 0 . (cont.)  
111 Thc Murdcr or Major Assault Sitc Wa» Victim's Residcnce: 
1 • Yes 2 • N o 99 • U n k n o w n 
112. The Murder or Major Assault Site Was Victim's Work Place: 
1 • Ye， 2 • N o 99 • U n k n o w n 
113. Potential Witnesses at thc Time of the Murder or Major Assault: 
1 • Other People Were Present in the 2 • Area Wa» Essentially Deserted 
Immediate Area 99 C U n k n o w n 
SITE OF OFFENDER'S INITIAL C O N T A C T WITH VICTIM • 
1 1 4 . Was thc Site of the Offender's Initial Contact with thc Victim thc Samc as thc Murdcr or Major 
Assault Site? „、， “ , 
1 • Ye$ (go to Item 120) 2 • N o or U n k n o w n 
115 Description of General Arca of Initial Offcnder-Vict im Contact (check onc only): 
1 • Rural 3 H Urban 
2 • Suburban 99 • U n k n o w n 
116. The Neighborhood of Initial Offcnder-Victim Contact ls Predominantly {chcck one only)： 
1 • Business. Industrial, or Commercial 4 • Uninhabited or Wilderness 
2 • Farm or Agricultural 99 • U n k n o w n 
3 • Residential 
1 1 7 . The Initial Offendcr-Victim Contact Was (check as many as a p p l y ) : -
1 • Any Residence 7 • In an Opcn Field 
2 • At or Near a School or Playground 8 • In a Vehicle 
3 • ln a Retail Shopping District 9 • On Public Transportation 
4 • On a Public Street 88 口 Other (spccify):  
5 • ln a Vicc Arca — 
6 • A Densely Woodcd Area 99 • U n k n o w n 
118 Initial Offender-Victim Contact Was Victim's Residence: 
1 • Yes 2 • No 99 • U n k n o w n 
1 1 9 . Initial Offender-Victim Contact W a j Victim's Work Place: • 
1 • Ycs 2 • N o 99 • U n k n o w n 
120. Potential Witnesses at thc Timc of thc Initial Offendcr-Vict im Contact: 
1 • Other People Were Prcjent in thc 2 • Area Was Essentially Deserted 
Immediate Area 99 • U n k n o w n 
VICTIM'S LAST K N O W N LOCATION 
121. Was the Site of the Victim's Last Known Location the Same as thc Sitc of thc Initial Contact 
between the Victim and Offender? 
1 • Yes (go to Item 127) 2 • N o or U n k n o w n 
122. Description of General Arca of Victim's Last K n o w n Lotat ion (chcck onc only): 
1 • Rural 3 • Urban 
2 • Suburban 99 • U n k n o w n 
123. T h e Neighborhood of Victira'，Last Known Location Was Predominantly (check one only): 
1 • Business, Industrial, or Commerc i a l 4 • Uninhabited or Wilderness 
2 • Farm or Agricultural 99 • U n k n o w n 
3 • Re<(idential 
124. Thc Victim's Las： Known Location Was (chcck as many as apply): 
1 • Any Residence 7 • ln an Opcn Field 
2 • At or Near a School or Playground 8 • ln a Vehicle ' 
3 • In a Retail Shopping District 9 • On Public Tran$porut ion 
4 • On a Public Sircet 88 • Other (specify):  
5 • ln a Vice Area  
6 • A Densely Wooded Arca 99 • U n k n o w n 
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125. The Victim's Last Known Location Wa$ Victim'i Rciidcnce: 
1 • Yc8 2 • N o 99 0 U n k n o w n 
126. The Victim's Last Known Location Wa» Victim'i Work Place: 
1 0 Ycs 2 • N o 99 • U n k n o w n 
H m S S E 3 C Z m s m a i H H H H H H M H H H I 
127. Thcrc ls Evidcncc That the Offender Di»ablcd the Telephone, Other UtiIitici, or Security Dcvices: 
1 • Ycs 2 • N o 99 • U n k n o w n 
128. The Properry at thc Crime Scene(s) Was Ransacked, Vandalircd, or Burned: 
1 • Ycs 2 • No 99 • U n k n o w n 
129. There Arc Indications That the Offender Took Steps to Obliterate or Destroy Evidcnce at the 
Scene: 
1 • Ycs 2 • N o 99 • U n k n o w n 
— B 3 5 B M m 4 H ^ I ; l + I J : H > a g i 3 g B — — — 
130. Writing or Carving on Body: 
1 • Ycs (describe): 2 • No 
131. Instrument Uscd to Write or Carvc on Body; 
1 • Knife or Othcr Sharp Instrument 4 • Writing Instrument (pen, etc.) 
2 • Blood 88 • Other (spccify):  
3 口 Lipstick  
i m E n H m B M 3 5 S S 3 H n m S 9 H M H H 
132. Writing or Drawing at Crime Scene(s): 
1 • Yes (describe): 2 • N o 
133. Instrument Used to Write or Draw at Crime Sccne(s): 
1 • Knifc or Othcr Sharp Instrument 4 • Writing Instrument (pcn, ctc.) 
2 • Blood 88 • Othcr (specify):  
3 • Lipstick  
B a H B B S Z Z S 3 E M n a H H H H H H H H H 
134. Was There Evidcncc to Suggest a Deliberate or Unusual Ritual/ActyThing Had ^ c e n Performed on, 
with, or near thc Victim (such as an orderly formation of rocks, bumt candles, dead animals, 
defecation, etc.)? 
1 • Yes (describe): 2 • No 
99 • U n k n o w n 
I H E H m r a s a S S S : ^ M H H B H H H H B 
Itcm 135 dcals with communications initiated by thc offender with rcspect to thc crime. 
Examples would bc: an offender sending a letter or tapc recording to thc police or media 
claiming responsibility for the crime; a ransom notc; or a suspicious communication rcccivcd by 
thc victim prior to thc crimc. fThis itcm docs not rcfcr to conversation bcrwccn thc offender 
and victim during commission of thc crimc.) 
135. Was Thcrc Any Communication from thc Offender Bcforc or After thc Crimc? 
1 • Yes (cnclosc a copy or synopsis 2 • N o 
of thc communication) 99 • U n k n o w n 
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VTT- CONDITION OF VICTIM W H E N F O U N D 
^ ^ K S S S m S M S a i H H I I I M H H H I H H I H I I H I H 
^ 
“Arca of the Body Rccovcry Site： . ^ g Y « 2 • No 3 • Unablc io Dctermmc 
n 7 Evidence Suggests the Offender Disposed of thc Body in thc Following Manncr: 
13 f a Opcnly ".playcd or Otherwise 3 • WUh an Appar^t Uck of 
Pbced to Insure Discovery Concern as to Whether or Not thc 
2 • Concealed, Hidden, or Othcrwi5. ?,。义严"J^i»cove«d 
piaccd in Order to Prevent Discovery 99 • Unablc to Determine 
138. It Appears the Body of thc Victim Was Intentionally Placed in an Unnatural or Unu$uaI Position 
.a{ter Death Had Occurred (e.g., staged or poscd): . 
" ' j^ Yes 2 • No 3 • Unable to Detcrmmc 
139. B ° ^ W^Discovcrcd... g • i„ , Containcr (e.g., dump,t=r. box 
2 • Covered ‘ � � ( = � ” 
3 • ln a Body of Water (stream, lake, river. 6 G In a Veh.cle 
etc ) 7 • Scattered ft>ody parts) 
4 • In a Building 8 G N o n c of the Abovc 
140 lf the Body Was Discovered in Water, Was It Weighted? 
1 • Ycs 一 一 With What? Z 口 No 
141 Was thc Victim Bound? 
r O Y c s 2 • No (go to Item 146) 
142. Article(s) Used to Bind or Restrain thc Victim or the Body: 
1 • An Article of Clothing 4 • Chain 
2 • Tapc 5 • Handcuff，or Thumbcutts 
3 口 Cordagc (c.g., ropc, string, nvine, wirc, 88 • Other (spccify)：  
leather thong, etc.) — 
143 The Evidcnce Suggests That thc Restraining Device(，）Was (check onc only): 
. 1 • Brought to thc Sccne by the Offender 3 • Both 1 and 2 Above 
2 • An Article Found at thc Sccne by 99 • Unknown 
t h e O f f e n d e r 
144 Parts of Body Bound (check as many as apply): 
. 1 • Hands or Arms 5 • Hand$ and Ankle(s) Bound Together 
2 • Feet. Anklc(j). or Lcgs 88 • Other (spccify)：  
3 口 Neclc  
4 • Arms Bound to Torso 
145. The Bindings on che Victim Werc Excc$$ive (rauch raorc than necessary to control victim's 
movements): 
1 • Yes 2 • No 3 • Unable to Determine 
146. The Body Was Tied to Another Object: 
. 1 • Ycs 2 • No 
147. Was a Gag Placed in or on the Victim's Mouth? 
1 • Ycs (dc$cribc): 2 • No 
99 • Unknown 
148. Was a Blindfold Placed on or over thc Victim's Eycs? 
. 1 • Yc$ (describe): 2 • No 
99 • Unknown 
149 Was Victim's Entire Face Covered? 
. 1 • Ycs ——With What? 2 • No 
99 • Unknown 
PAGE 11 
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150. Clothing on Victim Whcn Found: 
1 • Fully Dressed 3 • Nudc 
2 • Partially Undrcsscd 88 • Other (spccify)：  
151 Thcrc ls Evidencc the Victim Was Re-dresscd by Offender: 
1 • Ycs 2 • No 3 • Unable to Determine 
152. There Is Evidcnce to Suggest That Any or All of thc Victim's Clothing had been RifP«d or Torn: 
1 口 Ye， 2 • No 3 • Unable to Determine 
153 Thcrc Is Evidence to Sutr.cst That Any or All of the Victim's Clothing had bccn Cut from the Body: 
1 口 Yes 2 • No 3 • Unablc to Dcicrminc 
154. Items of the Victim's Clothing Wcrc Missing from the Body Recovery Sitc: 
1 • Yes (identify): 2 • No 
99 • Unknown 
155. Victim's Clothing (not on thc body) Recovcrcd at thc Body Rccovcry Sitc Was: 
1 • Piled Neatly 3 • Hidden 
2 • Scattcrcd 4 • Not Applicablc 
156 Based on thc Investigation, Thcrc ls Evidence to Suggest That thc Offender Took Small Personal 
Items (other than clothing) From thc Victim (these itcm$ may or may not bc valuable, e.g., photos. 
driver's license, real or costumc jcwelry, ctc.): 
1 • Yes (specify): 2 • No 
99 • Unknown 
VIII. CAUSE OF DEATH AND/OR TRAUMA 
lf victim is a survivor, go to Item 158. 
157. Medical Examiner's or Coroner's Officially Listed Cause of Dcath: 
1 • Gunshot Wound(s) 11 口 Burns 一 一 Fire 
2 • S u b Wound($) 12 • Burns 一 一 Chemical 
3 • Cutting or Incise Wound(，） 13 • Burn» - 一 Scalding 
4 • Blum Force Injury 14 • Hypothermia or Exposure 
5 • Strangulation Manual, Ligature, 15 • Malnutrition or Dehydration 
Undetermined (circle one) 16 • Electrocution 
6 • Smothering 17 • Crushing Injury 
7 • Ainvay Occlusion Internal 18 • Explosive Trauma 
8 • Torso Compression 19 • Undetermined 
9 • Hanging 88 • Othcr (specify):  
10 • Drowning  
158. Major Trauma Location(s) (check as many as apply): 
1 • Head I Face I Neck 7 • Genitalia 
2 • Arm(s) / Hand(t) 8 • Anus 
3 • Torso 88 • Othcr (specify): — 
4 • Leg(s) I Fcct  
5 • Breast(s) 99 • Unablc to Determine 
6 • Buttockt 
159. Extent of Blunt Force Injury: 
1 • None ‘ 
2 • Minimal (minor bruising only, possibly caused by offender's slapping to control thc 
victim) 
3 • Moderate (injury inflicted which in itself could not have caused dcath) 
4 • Scvcrc (injury which in itsclf could have caused death, whether it was the cause of 
death or not) 
5 • Extreme (injury inflicted beyond that necettary for death. Overkill) 
PACE 12 
VIII. CAUSE OF DEATH AND/OR TRAUMA (com.) 
160. Eatimatcd Number of Scab Wounds：  
161. Estimated Number of Cutting Wounds：  
162. Number of Entry Gunshot Wounds：  
163. Range of Gunfire： 
1 • Not Applicablc 4 • Closc (powdcr residue I tattooing) 
2 • Distant (no stippling I tattooing) 5 • Contact 
3 • Intermediate (stippling I tattooing) 
B H E Z i l S S 2 ^ E S E Z I S S H I H H B H H H I H H I I H H B H H H H I H I ^ ^ ^ ^ I 
164. Bite Marks Wcre Identified on thc Victim's Body: 
1 • Yes 2 • No (go to ltcm 166) 
165. Location of Bice Marks: 
1 • Face 6 0 Groin 
2 • Neck 7 • Genitalia 
3 • Abdomcn 8 • Thigh(s) 
4 • Breast(s) 88 • Othcr (spccify):  
5 ] Buttocks  
— f — — 
166. There Is Evidence to Suggest That thc Offender Disfigured the Body of the Victim in Order to Delay 
or Hinder Identification of the Victim ft>urned body; removed and took hands, fect, head; etc.)： 
1 • Yes 2 • No 
167. Elements of Unusual or Additional Assault upon Victim: 
1 • None 6 • Offender Explored, Probcd, or 
2 • Victim Whipped Mutilated Cavities or Wounds 
3 • Burns on Victim of Victim 
4 • Victim Run Over by Vehicle 88 • Other (specify):  
5 • Evidence of Cannibalism I Vampirism  
168. Body Parts Removed by Offender: 
1 • None (go to Item 170) 10 C Arm(s) 
2 C Aead 11 • Leg(s) “ 
3 • Scalp 12 • Breast(s) 
4 • Facc 13 • Nipple(s) 
5 • Tecth 14 • Anus 
6 • Kvc(s) 15 • Genitalia 
7 • Ear(s) 16 • Internal Organs 
8 • Nose 88 C Othcr (spccify):  
9 C Hand(s) _ _ _ _ Z Z Z Z Z m ^ I I I I ~ 
169. Dismembcrmcnt Method: 
1 • Bitten Off 5 • Sawcd Off 
Z • Cut 一 一 SkiIlcd/Surgical 88 • Othcr (jpecify)：  
3 • Cut Unskillcdmough-Cut “ 
4 • Hacked / Chopped Off ~ 
170. I，T^crc Evidence of an A53ault to Any of thc Victim's Scxual Organ，or Body Cavit i«? 
1 d Y c s 2 • No (go to Item 178) 3 • Unable to Determine 
» 
171. Type Sexual Assault, or Attempt (chcck all that apply): 
1 R y a g i n a l 88 • Othcr (dcscribc):  
2 • Anal  
3 • Victim Performed Oral Sex on Offender 99 • Unable to Determine ‘ 
4 • Offender Performed Oral Sex on Victim 
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172. Semcn ldcntification In a Body Cavity of thc Victim: 
1 • No 3 • ln Anus 5 • Unable to Determine 
2 • ln Vagina 4 • ln Mouth 
173. Evidence of Othcr Ejaculation: 
1 • No 3 • Elscwhcrc at the Sccne 
2 • On Body of Victim 4 • Unable to Determine 
174. Thcrc 1$ Evidence to Suggest Postmortem Sexual Assault： 
1 • Ycs 2 • N o 3 • Unable to Determine 
175. Is Therc Evidence of Sexual Insertion of Foreign Objcct(s) {other than thc pcnis) into thc Victim's 
Body? 
1 • Ycs 2 • N o (go to Item 178) 
176. Evidence of Scxual Insertion of Foreign Objcct(s) Still in Body Whcn First Discovcrcd 
(e.g., rocks, twigs, knife, clothing): 
(object) (object) 
1 • Vagina 4 • Mouth  
2 D P c n i s 88 • O t h e r  
3 • Anus  
177. There Is Evidence of Scxual Insertion of Foreign Object(s) into Victim's Body, but the Object Was 
Not In The Body Whcn thc Body Was First Discovcred: 
1 • Ycs - - into    
2 • No (describc object) ft>ody cavity) 
3 • Unable to Determine 
IX. FORENSIC EVIDENCE  
178. Weapons Uscd by Offender in This Assault: 
1 • None 5 • Ligature 
2 • Firearm 6 • Hands or Feet 
3 • Stabbing or Cutting Weapon 88 口 Other Weapon (dcscribe):  
4 • Bludgeon or Club  
179. Assault Weapon(s) Used by Offender: 
1 • Weapon of Opportunity (offender finds weapon at or ncar scene) „ 
2 • Weapon of Choice (offender preselects weapon and brings to $cenc) 
3 • Both 1 and 2 Abovc 
99 • U n k n o w n 
180. Recovery of Assault Wcapon(s) (check as many as apply)： 
1 • Not Recovered 3 G Rccovered Elsewhere 一 一 W h e r c ' 一 
2 • Recovered At Scene  
181 . Type Firearm Uscd: 
1 日 J^andgun 88 • Other (specify):  
2 • Riflc 
3 • Shotgun 99 • U n k n o w n 
182. Caliber or Gauge of Firearm(s) Used:  
183. Number of Grooves and Direction of Twist of Recovered Bullet or Firearm:  
184. Size of Shotgun Shell Pellets Recovered or Used:  
185. What Is the Offender's Blood T y p c ^ ^ ^ ^ ^ ^ ^ ^ ^ ^ ^ ^ ^ ^ ^ ^ ^ ^ ^ ^ ^ ^ ^ ^ ^ ^ ^ ^ ^ ^ ^ 
\ ° t 3 • AB 99 • U n k n o w n 
2 • B 4 • o 
186. What ls the Rh Factor of the Offender's B lood ' 
1 3 P o s i t i v e 2 • Negative 99 • U n k n o w n 
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X. REQUEST FOR PROFILE  
187. Is This VICAP Crime Analysis Report Being Submitted in Conjunction with a Request for a 
Criminal Profile Evaluation? 
1 • Yes (see note below) 1 • N o 
NOTE: lf this VICAP Crime Analysis Report is bcing submitted in conjunction with a request for a 
Criminal Personality Profile evaluation, you must contact the CRIMINAL PROFILE COOR-
DINATOR assigned to the FBI Field Division in your area. The CRIMINAL PROFILE 
C O O R D I N A T O R is charged with thc responsibility of assisting you with your request for a 
criminal personality profile and will advise you of additional materials that must bc submitted 
in order to properly evaluate your case. He/she will review thc materials and will $ubmit the 
entire profile package to the National Center for the Analysis of Violent Crime on your 
behalf. Do not submit Criminal Profiling case materials directly to VICAP. Only the V l C A P 
Crime Analysis Report should be submitted directly to V lCAP. 
XI. OTHER RELATED CASES  
188. Arc You Awarc of Any Other Case$ Which May Be Related to This One or ln W h i c h 
This Offender May Havc Bcen Involved? 
1 • Yes (provide details below) 2 • N o 
lf Yes, List the Agency Name, State, Casc Number, Investigator, and Phone Number of the 
Investigating Agency: 
Agcncy Name State Case No. Investigator Phone No. 
II    
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XII. NARRATIVE SUMMARY  
189. Givc a BRIEF Narrative Summary of This Casc So thc Reader Will Havc a General Overview 
of thc Casc. thc Details, thc Moit Unusual Charactcristics. and thc Scqucncc of Events. AUo 
lncludc Any Details of This Casc You FccI Arc Important. But Thai Havc Not Previously 
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